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PREFACE 
The use of the variation technique in the first half of 
the seventeenth century is a topic which to my knowledge has 
heretofore never been explored. And this is surprising because 
the variation technique is the underlying principle of nea rly 
all the music which was written in the fifty years 1600-1650. 
Moreover, this techni que, the progressive development of a 
complete self-contained theme, is not only impor t ant in the 
mus ic of this period but it is of great significance in the 
whole development of music. 
It is not all incongruous that the vast amount of music 
written in the first half of the seventeenth century was con-
s t ructed according to the principle of variation. The condi-
tions existing in music and the other arts in this period make 
this perfectly underst andable. The transition from the Re-
naissance to the Baroque marks the origin of our most impor-
tant musical forms and styles. CO ii1p osers groping for a means 
of expanding .and unifying these new idioms adopted the var-
iation technique. 
This same striving for unity and order which is so preva-
lent in the music of this period can also be found in the 
other arts as well. In architecture, for example, one has 
only to exami ne the columnar style of the early seventeenth 
century Bernini, or the Cathedral of Malaga i n Spain which 
ha s the common arrangement of successive stories each adorned 
with the same florid order, or the new addition to the Heidel-
berg Castle in Germany (1601-1606), the Friedrichbau vmose 
four stories each have the same classic order. 
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In painting the desire for unity, order and symmetry which 
was so prevalent in the vmrks of Raphe al and Michelangelo con-
tinued into the first half of the seventeenth century. For 
example' let us examine Rubens' (1577-1640)Ghrist Crucified 
Between the Two Thiey~..§.. Christ is in the middle of the upp .er 
part of the painting, on either side equit ·distant from the cen-
ter is the thief. Below Christ on either side are four figures; 
an example of perfect symmetry and unity. 
Generally speaking, one also finds in the period the 
growing tendenc y to unify music as a whole. ~he desire to com-
bine French, Italian and German styles is especially strong in 
the music of the Saxon composers. Thus it is not unusual that 
musicians should also seek to unify their co r::~p ositions. And 
the repetition of the basic charact eristics of one idea served 
not only as a means of accomplishing unity but also as a means 
of organizing the new musical forms. 
Because such a great quantity of music ~~s written during 
the first half of the seventeenth century it was necessary for 
the sake of order ~o divide my topic into three separate sec-
tions: keyboard, instrumental ensemble and vocal music. The 
term instrumental ensemble music is used here because no pure 
orchestral music existed in this period. Composers writing for 
groups of instruments f'avored small ensembles. This was due 
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in part to economic conditions and im part to the reaction a-
gainst the huge noisy instrumental groups of the Renaissance. 
In this paper vocal music is treated in greater length than 
either keyboard or instrumental ensemble music. This because 
at least half of the music . produced in this period was vocal; 
keyboard and .. ensemble music developed more slowly. It would 
be difficult and unnecessary to try to include all of the music 
written in this period which demonstrates a certain point. 
Therefore only representative examples have been included. 
INTRODUCTION 
In order to better understand the use of the variation 
technique in the keyboard music of this period, 1600-1650, 
brief consideration should be given to the type of instruments 
for which this music was written. The main keyboard instru-
ments of this period were the organ, the plucked keyboard 
instruments, the harpsichord, spinet, and virginal, and the 
clavichord. 
Three types of organs were in use during this period. 
The middle menber of the family, the positive organ, was de-
signed for use in the home or small chapel. _It had only one 
manual, no pedal board and was used mainly for accompaniment. 
The smallest member of the family was the portative, a small 
portable organ. ~he largest member and the most highly de-
veloped was the church organ. Differing from its Renaissance 
ancestor, it was now equipped with several new devices, such 
as, couplers, tremolo, string registers, etc., all of which 
enabled the performer to achieve a great variety of coloristic 
effects. 
The term, clavier, was used in this period to denote any 
of the existing keyboard instruments. It is commonly thought 
that the term clavier referred only to the harpsichord, this, 
however, was not the case. The plucked keyboard instruments , 
the harpsichord, spinet and virginal differed only in size; 
their sound producing mechanism was the same. In some coun-
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tries the term spinet and virginal were synonymous. However, 
in England the term: spinet referred to a triangular-shaped 
instrument, and the term virginal to one which was rectangular. 
The harpsichord was the largest member of this group being 
equipped with one or two manuals, several sets of strings and 
various register stops. The smaller membern_, the spinet and/or 
virginal possessed only one manual, one set of strings and no 
register stops. In all these instruments the strings were 
set into vibration by little quills or pieces of leather which 
plucked the strings. 
The clavichord produce:i a different sound as its strings 
were struck by thin metal tangents which enabled the perf ormer 
to have greater control over the tone; the tone produced was 
thus more subjective. The clavichord was a small instrument 
the use of which was confined mainly to the home. 
CHAPTER I 
THE USE OF THE VARIATION TECHNIQUE 
I N THE KEYBOARD MUSIC 
OF THE FIRST r~LF OF THE SEVENTEENTH CENTURY 
3 
Throughout music history and history in general:· it is not 
uncommon to find that new ideas which arise with each succeed-
ing century have their roots in previous epochs. The aesthe-
tic principle of variations appeared early in the history of 
music. For example, in ancient choral music we find the me-
thod of using a short cantus firmus as a basis for an extended 
composition. How and why this technique arose so early is not 
an easy question to answer. For our purposes let us recognize 
that the technique of variation had been in existence long be-
fore the advent of the seventeenth century. The epoch which 
is of most interest to us is that which precedes the seven-
teenth century. This because the Renaissance saw the real 
rise of the variation technique in its lute and keyboard mu-
sic and because the seventeenth century was to be the inheri-
tor of a conglomeration of forms which were developed in the 
preceding century. All of these forms were in one way or an-
other assimilated in the keyboard music of the early Baroque. 
During t he sixteenth century an artistically mature var-
iation form arose in keyboard music, particularly in organ 
literature, due to the application of the cantus firmus tech-
nique to ancient choral music. The application of this tech-
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nique to keyboard m~sic eventually produced a number of varia-
tion forms based upon the liturgical melodies of the Catholic 
and Protestant churches. For example, Protes tant hymns became 
the basis of the chorale prelude which was essentially a can-
tus firmus type of composition. Within this one form the com-
poser had lirdtless opportunity to use his imagination. He 
could place the cantus firmus in long notes in one of the parts 
against a faster moving counterpoint or he could ornament the 
original melody. It was also possible ' ~ to use a fragment of 
the hymn as a basis for a fugal-like composition, or to write 
several variations on the chorale. 
The Catholic Church also provided opportunity for the use 
of the variation technique in organ literature. In the Roman 
catholic Church of the sixteenth and seventeenth centuries the 
organist was.supposed to provide an interlude on his instru-
ment between the sung verses of the psalms. These versets , 
as they were called, were often arranged as a group of sh ort 
organ pieces, the first of which referred to the given plain-
song melody (in a sense these are the Roman Catholic equiva-
lent of the Lutheran chorale prelude). The other pieces which 
followed were often a set of variations on t his tune or an-
other. 
Another important influence upon the development of the 
variation t echnique in keyboard lit er ature as well as in vo-
cal and ensemble ~usic was the rise of dance music and folk 
tunes. Although these forms existed in the fourteenth and 
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fifteenth centuries they did not attain an important position 
in music literature until the si octeenth century. Prior to this 
time the church's power was great enough to prevent these f or ms 
from becoming important sources of musical composition. Many 
of these dance forms were based upon the variation technique as 
i t was the custom to vs ry the dance tune throughout the piece. 
Some of these dances were the ancestors of the ostina.to or 
ground bass technique, such as the ruggiero, monicha, passa-
mezzo, etc. 
One of the most important dances of the sixteenth and 
seventeenth centuries was the pavane , a dance in slow triple 
meter, which originated in Spain where it formed an inte:gr a'l--. 
part of the court of Emperor Charles and Philip II. It is 
possible that the name was derived from the Latin word, pavo, 
peacock. At any rate the pavane ' s stat ely character seems to 
be suggestive of the peculiar strutt of this bird. This dance 
became the basis of many sets of variations . For example, the 
Spaniard Antonio de Cabezon (c . l510-l566) wrote a set of varia-
tions for lute upon the first part of a popular pavane tune 
which he called Diferencias sobra ~ Pavana Italiana. 
J:he use of dance tunes as a basis f or variat i ons was com-
mon in the sixteenth century in other count r.i es as well- For 
example, the German composer Week (born c.l520) wrote a set of 
five variations entitled SpanyBler Tanz which referred to a 
popular melody of the fifteenth century , Il ~ di Spagna (The 
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King of Spain). 1' his little tune becomes the theme for Week's 
basse dance. The basse dance was cultivated in Germany and 
and Italy and was based on a trochaic rhythm (a long note fol-
lowed by a short) in triple meter. 
For our purpose it is not necessary to describe the great 
number of dances which were in existence in the sixteenth and 
seventeenth centuries. It is important, however, to notice the 
form in which these dances attained their highest structural 
achievement as far as the variation technique is concerned, i.e., 
the variation suite. The term suite di not exist in this per-
iod and is us r:·d he:re only as a matter of convenience. The var-
iation suite consisted of a number of different dances each of 
which was a variati on of the initial dance. ·.rhe earliest var-
iation suites were groups of two dances. Musically the second 
dane e was only a r~1ythmical variation of the first. The var-
iation suite which consisted of a number of dance s for which 
there was no fixed order was developed exclusively in Germany. 
In the works of the German, Schein (c.l587-1654) the variation 
suite achieved its class i cal form. 
The Spanish composers were in no little way responSible 
for the development of harmonic variations. It is in the var-
iations of the Spanish lutenist that we find the roots of this 
type of variation tecru1ique . Such composers as Madarra (born 
c. 1564) and Narvaez (born c. 1583) v~ote piec es based on an 
harmonic strain rather than a melodic idea • . such pieces were 
called Diferencias. Cabezon' s Diferencias sobra ~ Pavana 
Italian~is as we have said a set of variati ons on a popular 
. melody, however, Cabezon uses only hal f the tune. ·~vhat is im-
portant here is that in each of the variations the original 
harmonies -are 
L-. . B :_ I -, ~: :ft 
I 
~ . , 
-j- I ~ l+ I ..,. illtlfJJ" I 
_.. 
~ ;A · - ~ ., ;;..--~ . It: - .. 
J 
T • ' 
' 
, 
- " 
- - -
--
7 
us to an important group or var~ t i un forms 
of the sixteenth and seventeenth centuries, i. e . , those base.d 
upon· harmonic textures. Such pieces were distinguished by the 
titles passacaglia and chaconne but have little resemblance to 
1. A pel , Willi , Masters of ~ Keyb oard , p. 46. 
the Passacaglia in£ minor by J. s. Bach or to this master's 
Chaconne for Solo Violin (from the Fourth Violin Sonata). In 
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the first half of the seventeenth century the passacaglia and 
chaconne were in a primitive stage. For example, it is especially 
characteristic of early French keyboard composers to apply 
the ·,; t .erms . passacaglia and chac onne to pieces which in reality 
are based on another form, the rondeau with reiterated refrain. 
The origin of these terms is controversial. Willi Apel 
states that the chaconne was originally a Mexican dance which 
found its way to Spain in the sixteenth .century and the passa-
caglia originated from the passacalle, a Spanish street song. 
Another group of keyboard pieces which employ the variation 
technique are the fugal forms, the most important of which are 
the ricercar and the canzona; the fugue does not appear until 
the second part of the seventeenth century. Both the ricercar 
and the canzone originated from the imitation of vocal models, 
the motet and the French chanson. 
The canzona was a direct outgrowth of the chanson, a type 
of vocal music in the style of imitative counterpoint. The 
early can~ona could be described as something played which was 
previously sung. In the sjxteenth century it was a popular de-
vice to write variations on the characteristic rhythm of the 
chanson, i.e., However, in the seven-
teenth century the characteristic rhythm of the chanson was 
1. Apel, Willi, Harvard Dictionary, p. 126. 
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not emphasized and many of the keyboard canzoni became sets of 
variations on one or several themes. Such variation canzont 
developed extensively in the hands of Frescobaldi. It is i~­
teresting to note that the keyboard canzona led to the develop-
ment of the fugue whereas the instrumental canzona · led to the 
sonata form. This perhaps is because keyboa,rd composers were 
interested in emphasizing the stylistic traits of the canzona, 
the contrapuntal texture and the use of imitation. The compo-
sers of ensemble music, on the other hand, were interested in 
emphasizing the sectional structure of the canzona. 
The more serious ricercar (Latin, to search) developed from 
the motet. It also is one of the ancestors of the fugue. The 
early sixteenth century ricercar was more often polythematic. 
The ricercar was transformed in the first half of the seven-
teenth century, tending now to be more monothematic. It is in 
this transitional stage, as is the case with all the music of 
this period, that the variation technique appears. This early 
seventeenth century r:i;cercar does not contain the concise struc-
tural design of . the late seventeenth century fugue. It is 
difficult, for example, to find a real countersubject or epi-
sodes which are so necessary ac: ··a means of offering relief to 
the numerous statem~nts of the subject, noT do we find well 
organized entrance plans. often the subject is introduced in 
the manner of a stretto at the beginning of a composition. 
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During this period, 1600-1650, there also existed a group 
of nondescript keyboard pieces which the seventeenth century in-
herited from the sixteenth. Such idiomatic keyboard pieces as 
the toccata (Italian, toccare, to touch) ,fantasia, capriccio 
(Latin, capra, goat), etc., are hard to distinguish from one 
another. The reason for this difficulty is two-fold. First 
there are a number of pieces which have come down to us that 
bear the same title but which differ in character. Second, 
the same piece often appears in different collections under 
different titles. For the sake of clarity we may say generally 
that the toccata is a brilliant show piece, fulls of runs, ar-
peggios, scales, etc., designed to display the technical skill 
of the performer. However, the toccatas ·of the first half of 
the seventeenth century did not often assume the tripart form 
of the toccatas of J. s. Bach which incorporated a fast fugal 
section between the initial and the last slow section. The 
fantasia and the capriccio are also characterized by an impro-
visatory style and do not 4iffer greatly from the toccata. VVhat 
is important for us to note is the fact that these pieces re-
gardless of their titles are most always based on the varia-
tion technique. 
These then were the various types of keyboard music which 
were in existence in the first half of the seventeenth century. 
We can safely assert that the keyboard music of the early Bar-
oque was almost completely dependent on the variation techni-
que as a basis for musical composition. This, however, Will 
only have significance when we turn to the music itself. 
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CHAPTER II 
A SURVEY OF THE KEYBOARD MUSIC 
OF THE FIRST HALF OF THE SEVENTEENTH CENTURY 
1. England 
Although the English virginal school is often included by 
historians in discussions of sixteenth century music, much of 
their work overlaps a great deal into the seventeenth century. 
For this reason and the fact that the English virginal compo-
sers established one of the essential elements of Baroque key-
board music, i.e., patterned figuration, and were responsible 
. in no little way for spreading the use of the variation tech-
nique, I am including this school in this section. 
The English virginal composers from c. 1580-1650 developed 
an individual keyboard style in which the variation technique 
played a most important part. There arose at this time a num-
ber of prominent virginal composers, such as Giles Farnaby 
(156o-162o), Or~ando Gibbons (1583~1625), William Byrd (1543-
1623), John Bull (1562-1628' and Thomas Thonikins (d. 1656); 
The English composers used the variation technique prior 
to 1600. For example, Gustave Reese mentions a set of five 
variations on a popular tune by Aston, an early sixteenth cen-
tury composer. Perhaps the reason why the early application 
of the variation technique to English keyboard music wa s not 
1. Reese, Gustave, Music in the Renaissance, p. 853. 
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successful is because of the peculiar quality of the virginal 
itself. The English composers of the sixteenth century in try-
ing to apply a cantus firmus technique to .their compositions as-
signed the plainsong to an inner part and owing to the uniform 
color of the virginal the plainsong did not come through. This 
then prompted the English virginal composers of the early seven-
teenth century to place the theme in either the upper or the 
lower voice. An ideal medium for the virginal was a combina-
tion of the top and bottom voices in which the upper part carried 
the melody over a strong harmonic support in the bas s, with 
comparatively unimportant inner voices. 
This custom of assigning the melody to the two naturally 
prominant voices is one of the main features of the variation 
technique . of the virginalists. Another characteristic is the 
use of folk tu:~es and dance melodies as a basis for variation .. 
Although the English used plainsong and transcriptions of motets, 
the folk and dance tunes are most often encountered. 
One of the favorite techniques of the English virginal 
composers was the use of a ground bass, a specific variation 
type of employing an original or adopted bas'S theme which is 
constantly reiterated, while different figurations appear in 
' the upper voices. Often composers would allow the bass to 
ascend to the other parts but more often it was restricted to 
the lowest voice. The English also employed the variation tech-
nique in pieces which they called fantasies (or fanta sia)w 
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The English fantasia is more ·or less an equivalent of the Ital-
ian ricercar. We also find the variation technique applied to 
a considerable number of dance pieces. 
Another favorite form was the hexachord fantasia, a compo-
sition based on six ascending or descending scale tones. In 
all these pieces which were often called Ut Re Me ~ Sol La 
the variation technique always appears. The variation tech-
nique also appears in a number of idiomatic keyboard pieces 
~~th descriptive titles. Whenever the variation technique is 
applied to pieces based on a plainsong the composition is apt 
to be void of imagination. This perhaps is due to the charac-
ter of the melodic material. 
One of the most valuable sources for the music of the 
English virginal composers iS M;y, La dye Nevell' s Booke1 which 
contains forty pieces by William B¥rd. The majority of these 
forty pieces by Byrd employ the variation technique. The 
following examples are typical; 
No .. 1 of m, Ladye Nevell' s Booke, .MY. Ladye Nevell' s 
Grownde (old English for ground) consists of six variations 
on a very simple ground bass, twenty-four bars in length form-
ing a strict harmonic basis, though not a strict bass, i.e., 
the bass line is often ornamented. In the last three variations 
the bass line is quite free, however, the h~rmony is maintained 
1. My Ladye Nevell' s Booke (facsimile published by J·. Cur-
win , London) is preserved at Eridge Castle, Sussex, the seat of 
the Marquess ofAbergavenny, a descendent of Lady Nevelle . Byrd 
is supposed to have been closely associated with Lady Nevelle, 
to whom these pieces were given in c. 1595, either as a pupil 
or patron. 
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in the upper voices. In its structure the piece resembles an 
early chaconne. The fourth variation is quite interesting. 
Here Byrd makes use of cross rhythms, i.e., a sixfour rhythm 
in one part against a threetwo rhythm in another. 
No. 2, Qui Passe, is a sort of round dance in three sec-
tions each of which has t~e same harmonic basis. It may be 
said to be a set of three variations on a regular ground. 
No. 8, Ih& Hunt•~, is a set of twelve variations on a 
ground bass which often ascends to the upper parts. 
No. 9, Ut ~ Me Fa Sol La, is a hexachord fantasia. Each 
hexachord begins on a different degree of the scale, i.e., c, 
G, D, F, Bfla t. 
No. 10, The First Pavian (The First Pavane),consists of a 
set of ten on the fal~owing phras~' 
Nos. 21 and 22, Pavana lli S1xte Kinburg Go odd ~.Psl The 
Galliarde to the Sixte Pavana for~ a varied couple. Both dan-
ces are based on the same theme, the second being a rhythmic 
15 
No. 24, The Passinge Mesures is a passamezzo dance. The 
passamezzo, according to Apel,lis a dance in halved note values. 
The term comes from the Italian, passo--step, mezzo--half. 
Byrd's dance contains a set of five variations. The Galliarde 
which follows the Passinge Mesures is harmonically and thema-
tically related. Thus numbers 24 and 25 form another varied 
couple. 
No 28, The Maiden's Song, is a set of eight contrapuntal 
variations on a popular tune of the same name. The majority 
of these variations are in the upper voice. 
No. 31, Walsingham, fts another set of variations on a pop-
ular tune. Each of the variations is eight measures long; the 
melody moves freely among the parts. 
I have selected No. 27 for a more detailed discussion be-
bause it is typical of the way the English virginal composers 
employed the variation technique in their keyboard pieces. As 
a basis for his set of twelve variations Byrd chose the tune 
Will Yow Walke The Woods Soe Wylde. Each of the variations is 
eight measures long. Many of the variations employ the tune 
in the upper part, i.e. : 
Apel, H-arvard Die--tiena--n, ~· 
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The first three variations are quite similar, the only 
difference being in the second variation "'hich assigns the t une 
t o the alto with relatively simple surrounding voices to allow 
the tune to come through. The fourth and fifth variations are 
al so similar, each makes use of a particular .fragment of the 
tune. These little motifs are varied and passed from one voice 
to another, i.e.: 
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In the sixth variation the tune is back in the tenor, all 
the more prominent because of its absence in the two preceding 
variations. Incidentally this is a trick Beethoven uses in the 
last movement of his Erioca. The parts in the sixth variation 
are reduced to three and arranged in such a manner that the me-
1 ody will come 
l 1 I + 
The seventh variation reverses the technique of variation 
six. The soprano has the tune, the alto fills in and the bass 
line 
var1 tions are similar to variAtions r ur 
and five. Each of these variations is also built on a little 
fragment of the tune. However, in each successive variation 
the theme grows more and more obscure. Again one is reminded 
of the Eroica. By the time we have arrived at the twelfth var-
iation the tune is almost forgotten, and now how relieved we 
are to hear it again. The last variation (twelve) is the only 
one which is not eight measures long. It consists of ten 
measures plus a codetta which serves as a fitting ending to 
the composition. 
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It seems appropriate to now mention one of the most often 
quoted compositions of William Byrd, The Carmen's Whistle1• One 
can not help but notice the similarity between this piece and 
Will Yow Walke The Woods Soe Wylde. Again we find that many of 
the variations occur in the upper parts, while the harmonic 
texture is consistently maintained, i.e.: 
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1. Apel, Masters of Keyboard Music, p. 66, example 38. 
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And again we have fragments of the tune used for variation. 
«) 
•· + I-' 0 f-..f~l--=-Fr I ~r-t~---,- D {' -; - ~ . - Yf ~ 
"' 'I ' -, ~ 
I \ \ I I I I 
' 
I I I I 
~ 
'"). . 
_{; .... 0_ llu• t' _L , + IL 0 D .. y -- {' D 
" 
, 
- 7 I , -t- ; 
"' 
. 
l T I 
\ T ( I 
b) 
A: 
I ~ A; 
~ 
- -I" ' --L- - , .. _ - -; ... 
-1-
• -1" 
,....-\\ "' • 4- -1 -If'" ,..,.. ~, . ~- I I _I _\ ..1 • 
. -\~ 
' 
-...., 
a--
Both these pieces by Byrd are quite characteristic of the type 
of arrangement which was preferred by the English virginal com-
posers and which was ideally suited to the instrument for which 
this music was written. 
Another important source for the music of the English vir-
ginal composers is the FitzWilliam Virginal ~k1 , a collection 
of 297 pieces by nearly all the virginalist composers. Here 
1. The Fitzwilliam Collection (facsimile by Broude, N.Y.) 
is preserved in the Fitzwilliam Museum, Cambridge. 
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also we find that the maj·ority of these pieces are based on the 
variation technique. Whethe~ they have descriptive titles like 
1 Giles Farnaby's Put~ Thy Dagger, Jemy or are called Fantasia, 
etc., the structure is always a set of harmonic or melodic var-
iations or a combination of both. 
A most interesting piece is Bull's Hexachord Fantasia2 in 
which the hexachord goes through the complete cycle of keys, 
i.e., each successive entry of the hexachord is a half tone 
higher. Also interesting is a set of variations on a melodic 
ground by Thomas Tomkins.3 The melody is, as we would expect 
to find, in the upper part for the majority of the variations. 
Tomkin!-s- ace-ompanying vo i ceS= ar-e very violini s tie-, -i-.e-,· 
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2. The Netherlands: Jan Pieterszoon Sweelinck (1562-1621). 
The English variation technique was developed further in 
the hands of the Dutch organist Sweelinck. There is no doubt 
that the English were fond of the Amsterdam organist and that 
Sweelinck was an admirer of the English style. It is interest-
ing to note that there are four pieces by Sweelinck included 
in the Fitzwilliam Collection. In all probability the virgin-
a+ technique was transmitted to Sweelinck through John Bull and 
Peter Phillips, two English virginal composers who spent the 
latter part of their life in the Netherlands. The Amsterdam 
organist made the essentially secular variation technique of 
the virginalists subservient to a liturgical purpose. Swee-
linck's variations of psalm tunes and chorales cast a shadow 
far into the seventeenth century, culminating in the works of 
J. s. Bach, 
In the works of Sweelinck we can see a similarity to the 
English style. He also was fond of patterned figuration, chang-
ing the position of the cantus firmus between the upper and lo-
wer parts, and often decreasing and increasing the number of 
parts i n the English manner. However, the music of Sweelinck 
in comparison to that of the English virginalists shows con-
siderabJ~ ~regress in the use of the variation technique. 
Inmany respects Sweelinck's s:tyle had to be different. I 
say this because first of a ll Sweelinck was a Calvinist and 
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secondly, an organist. Because of the liturgical dignity of 
Sweelinck's melodies t hey often remained aloof from the lively 
notat ion of the surrounding voices: they were real canti fi r-
mi which only partly underwent variation. And as we remember 
the organ developed a great deal more than the virginal and 
. . 
thus could offer many more coloristic possibilities. 
Such an advance in the use of the variation technique can 
be seen in Sweelinck 1 s Hexachord Fantasia1, one of the four 
pieces included in the Fitzwilliam Virginal Book. The composi-
t i on resembles the double fugues of Bach. Sweelinck starts 
off not vdth the hexachord but with another subject, i.e., 
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and t his subj·ect as well as the hexachord bee omes the basis 
for considerable variation. In this· composi tion we find the 
use of episodic material often derived from the subject it-
self or the hexachord. The use of episodes to separate the 
various entrances of the hexachord are not characteristic of 
1. l'Jiaitland, F., The Fi t zwilliam Virginal ~' Vol. I 
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of the English nor is Sweelinck1 s contrapuntal skill. In the 
second variation, for example, both the hexachord and the sub-
ject are inverted and combined, i.e,: 
~ontrary to the English Sweelinck also enjoye arYfng the 
hexachord. The following example shows how the hexac hord is 
presented throughout this composition. 
-' . 
The twenty variations of Sweelinck's Hexachord Fantasia 
sh ow an enormous variety of contrapuntal devices. The first 
five variations, in themanner of an exposition, concentrate 
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on exposing the two themes. Variation six and seven are based 
mainly on the hexachord which is assigned to the lower voice in 
half notes against a quarter note figuration. The eighth and 
ninth variations combine the two themes with a dotted quarter 
and eighth-note pattern in the other voices. The next three 
variations present the hexachord in diminution against a per-
sisting eighth-note pattern. The last eight variations again 
concentrate on the hexachord , the other subject remains in its 
original form. Variation thirteen and fourteen present the 
hexac hord in half notes against a running sixteenth-note pat-
tern. Variation fifteen and sixteen present the hexachord in 
quarter notes, variation eighteen has the hexachord ascending 
and descending. The last two variations employ syncopation. 
Thr oughout the composition Sweelinck's themes travel through 
many keys, for example, variation three is inC major, the 
fifth variation is in B flat, etc. 
One of the most outstanding of Sweelinck1 s variations 
for organ is ~ Leben hat ein End1 (My Young Life Comes To 
An End). This is a typical example of the way Sweelinck im-
poses liturgical dignity upon the mel ody. For example, no-
tice how in variation one, two and six the melody r emains 
1. Apel, Masters of ~Keyboard, p. 74, example 43. 
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aloof and unchanged throughout , the cantus firmus hardly ever 
leaves t_he_ lJ.Ppe_r oi.c...e. 
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The variations occur in the other parts. The whole set 
of variations might well be compared to a group of harmoniza-
tions of the same chorale by .r. s. Bach. 
Sweelinck wrote a number of idiomatic keyboard pieces 
. which also employ the variation technique, as wel.l as variations 
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on !-r e therlandish songs. In his secular variations Sweelinck 
leaned more heavily on the t echnique of the English virginal 
composers. However, as one .would expect, his motifs are more 
neatly o~ganized and more rigidly developed. For example, 
Sweelinck's Fantasia which is also contained in the Fitz-
wil l iam Collection (vol. II) varies not only the subject but 
the countersubject as well. This Fantasia assumes a tripart 
rorm. In the first part the subject is exposed in its original 
form. In the following two sections both the subject and the 
countersubject undergo considerable variation, appearing in 
augmentation, diminution, ornamentation, etc. 
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3. Germany 
The majority of the keyboard music produced in Germany in 
the first half of the seventeenth century shows a great depen-
dence upon the variation technique. Perhaps this is so because 
the variation technique offered a challenge to the more intel-
lectual German. The Germans not only employed the variation 
technique in their fugal, chorale and dance forms but also in 
another manner , the variation suite_ In the hands of the Ger-
mans the variation technique achieved an even higher degree of 
perfection. 
The Amsterdam mast er in no little way was responsible for 
the development of a North German school of organists. Mel-
chior Scheidt , an important member of this school, was Swee-
linck 's pupil. The manner in which Scheidt employs the var-
i ation technique is somewhat similar.to that of his teacher. 
Yet on the whole the pupil shows a great deal more ingenuity. 
This can be seen in his set of variations on the Belgian song, 
lfehe, Windgen , Wehe1 (Blow wind, blow) the title of which pre-
sents an interesting problem .. , 'rhe sources which ment i on this 
piece imply that it is a secular work. However, the style in 
which the piece is written indicates that it is a set of chorale 
variations. One has only to compare this set of variations 
with those of J.S. Bach particularly, Christ der du bist Her 
1. Apel, w. , Historical Anthology, p. 24, no. 196. 
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Helle (Christ who art Day and Light) and Vom Himmel hoch da 
komm ich her (From Heaven above to Earth I Come). For example, 
compare the running motion in Vom Himmel h och with the second 
variation in Scheidt's set. J.S. Bach no doubt studied the works 
of his predecessor. More over there are many facts which show 
that Wehe Windgen, Wehe is a sacred work. First ~hese variations 
were written for the organ. It is unlikely that secular pieces 
suc h as the English wrote were written for this instrument dur-
ing this period. Second, Scheidt was primarily a church musi-
cian. The answer lies in one of the main features of the music 
of this period, i.e., there was li t tle descrimination between 
secular and sacred music. A secular tune if it was dignified 
enough could be used for liturgical purposes. 
,., 
~he title of this 
piece therefore probably refers to the origin of the tune and 
does not necessarily imply that it is a secular work. 
Scheidt's set of variations is similar to those of Swee-
linck in three ways: the rhythmic variety in the parts which 
do not have the cantus firmus, the placing of the tune in the 
soprano and the high degree of contrapuntal skill. In all 
other respects Scheidt has made progress. Thi s can be seen 
by the way Scheidt's melody becomes an intergra~ part of the 
variations and does not remain al.oof from the surrounding 
parts as it does in many of Sweelinck 's works. For example, 
notice how t he melody is hid in the running eighth-note figu-
ration in the second variation. Another interesting point is 
that Scheidt begins fir s t vdth a simple statement of the ori-
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ginal tune. In many of variations prior to Scheidt I 
have noticed that it is the custom to start with the first 
var.t.a.tforr without a previous statement of the theme in its 
simplest form. Perhaps SC'neint· wanted to make sure that the 
melody was recognized . S.c:he!ird:t :; ~ like his teacher was a skil led 
contrapuntalist . Notice, for example , the accompanying rhyth-
mic' motive in variation one. 
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Another example of Scheidt 's contrapuntal skill is his set of 
variations on the hymn , Vater unser im Himmerreich1 (Our Father 
in Heaven). The first line of the hymn, in the first variation, 
becomes a little fugato in which the melody is stated in its 
original form and then inverted, i.e. 
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1. Denkm!ller Deutscher Tonkunst, 2iweite Folge, Vol. XI, 
p. 18. 
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found in the keyboard music of the South Germans, which devel-
oped independent of the Amsterdam organist Sweelinck. The main 
South German composers were Hans Leo Hassler (1564-1612), Chris-
tian Erbach (died 1653), Steigleder (died 1653), Kindermann 
(died 1655) and Johann Jacob Froberger (1616-1667). 
The music of the South Germans shows the influence of the 
Italian keyboard composers, Andrea Gabrieli (1510-1586) and 
Claudio Merulo (1553-1604). It is known that Hassler studied 
With Gabrieli in Venice and that the two held each other in 
high esteem. Because of the Italian influence the musi c of 
the South Germans differs from that of their Northern neigh-
bors. This can be seen in the more intrica te embroidery, i. 
e., the more embellished style of the South Germans~ Ye t the 
South Germans showed no less a predilection for the hexachord 
variation, the ricercar, etc., and we also find a strong ~em­
phasis on the variati-on technique in their toccatas, capriccios, 
et c. 
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Take, for example, Hassler's Hexachord Fantasial which is 
based not only on the hexachord but on two other subjects as 
well. This fantasia is almost like a simple three voiced fugue. 
Each of the three subjects is exposed in the first section of 
t he on and then combined, ie.: 
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In the following sections each of the subjects assumes an im-
portance of its own, i.e., each theme is presented in varia-
tion and is treated separately. 
I have not been able to locate any appropriate music by 
Kindermann or Steigleder. It is known that they used the var-
iation technique in their keyboard music. Bukofser, in his 
1. 
33 
Music In the Baroque ~' for example, mentions a set of fort y 
variations on a chorale tune by Steigleder in which he makes 
the toccata an integral part of his composition. 
The variation canzoni by Erbach show ~ structure similar 
to that used by Frescobaldi. Erbach's Canzoni1 are divided in-
to three sections which are thematically related_ Erbach also 
a pplied the variation technique in another manner. This can 
be illust rated by his Canzon IX Tone which is divided into 
three sections each of which has its own theme and contains 
a separate set of variations. 
Johann Froberger, the most important member of the South 
German school of keyboard composers, deserves special mention. 
A cosmopolitan composer, Froberger traveled to Brussels, Paris, 
London and Italy where he was a pupil of Frescobaldi. There 
is no doubt that the variation technique played a. most impor-
tant part in his keyboard music. We can safely assert that it 
was the basis of the main part of his music with the excepti on 
of his later four movement suites (his earlier suites usually 
have no definite order or number of dances)e The order of 
the movements, Allemande, Courante, Sarabande, Gigue is usually 
attributed to Froberger. However, it is important to note 
that Froberger alternated the position of the Gigue, it was 
either before or after the Courante. It is only after his 
death that the Gigue received its permanent position at the 
1. DenkmHler Deutscher Tonkunst, Vol. XI, Part I. 
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end of the suite. Froberger 1 s mixture of dance patterns and 
formal variations can also be seen in the work of his teacher, 
Frescobaldi. 
The most often quoted of Froberger's suites is the Mayer-
in Suite in which he treats a famous allemande first in six 
patterned variations (here we can see the English influence) 
and then as varied dances with highly ornamented doubles. A 
more subtle use of the variation technique can be seen in Fro-
berger's Suite in a Minor1 in which a thematic relationship 
exists between the Allemande and the Courante, i.e.: 
\ ~ r-\ 
-ffi- \-F-f-t:i I • . 1--' 
. '- .. ~ / . , -l- • t , -.. -~ I II. ..... 
Ll 11 ., ,. 
, 
-, 
'"--1 
.\. u I 
' 
,..\\ 
.I \ _J~\~ , , f'.. • 
7 f -
-
-
l.:w! L 
\ \ I \ 
1. Apel, Masters of the Keyboard, p. 102, example 3,. 
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However, the thematic relationship between the Sarabande and 
the other two dances is more subtle. Compare the main melody 
notes of the Allemande and the Sarabande. In the latter the 
melody is hid in the alto. 
The variation technique exists also in Froberger's toc-
catas. His Lamento and Toccata 111 is an example of how Fro-
berger maintained the brilliant character of the toccata while 
incorporating the use of the variation technique at the same 
time. For example, the first part of the Toccata is based 
entirely upon a scale passage, i.e.: 
1. Apel, Historical Anthology, p. 65, example 217. 
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Froberger also enjoyed writing hexachord fantasies. It 
is interesting to compare his Phantasie Sopr,~ Re ~ Fa Sol 
La1 w1 th Sweelinck' s Hexab.hord Fantasia. In · .. the .Amsterdam 
- . 
composer's composition we saw an enormous variety of contra-
puntal devices starting with a double theme fug~l section. In 
Froberger's work such contrapuntal skill is lacking. The most 
remarkable feature of the South German's Hexac hord Fantasi a is 
its extremely tight knit construction, literally not a not e 
is wasted. Below is a diagram representing t.he sixty-two 
measures of this composition. The diagram shows exactly what 
1. Schuberth, Sanmlung Empfehlienswerther Werke fftr 
Orgel, p. 23. 
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chords follow one another -in rapid succession. "Section one 
presents the hexachord in whole notes, section two in quarter 
notes. The third section is twice .as fast as the initial sec-
tion with a running sixteenth-note figuration· persisting 
throughout. Froberger•w composition unlike that of Sweelinck 
is quite characteristic of the Italian school. We do not find, 
for example, such heavy ornamentation in the works of Swee-
linck and his pupil Scheidt. 
4. Italy 
Because English and German keyboard music of the first 
half of the seventeenth century was so dependent on the varia-
tion technique as a basis for musical composition we should not 
be surprised to know that the same situation existed in Italy. 
One of the lesser known Italian keyboard composers of 
this period, Giovanni Maria Trabaci (1614-1647) belonged to a 
school of keyboard composers that centered in Naples. Trabaci 1 s 
Canzona Francese1 is an interesting example of the Italian appli-
cation of the variation technique. His composition is in the 
form of a variation canzona, which was popular in Italy in this 
period. The Canzona is divided into five sections each of 
which is a · variation of the theme presented in the initial 
section. Each of the sections has its own little rhythmic mo-
tif which accompanies the theme. For example, section one is 
accompanied by the -rhythmic pattern circled in the following 
example. Variation two is accompanied by a quarter note figure, 
1. apel, Historical Anthology, p. 16 • . 
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sections alternates between duple and triple meter. 
Girolamo Frescobaldi (1583-1643) is the main representa-
tive of early seventeenth century Italian keyboard music. His 
toccatas, capriccios, canzonas, etc., all show the use of the 
variation technique. Frescobaldi also wrote a number of pieces 
entitled Passacaglia. Towards the end of the first half of the 
seventeenth century the terms passacaglia and chaconne appear 
frequently in keyboard literature. Frescobaldi's Passacaglia 
in B flat Major is an important step in the development of this 
important variation form. As we remember the early Baroque 
application of the terms passacaglia and chaconne to keyboard 
music differs from its application in the second half of the 
century. In order to understand the position of Frescobaldi•s 
Passacaglia in the development of the f orm it would be well to 
discuss the terms passacaglia and chaconne. 
40 
The passacaglia (French passacaille) was originally a 
dance probably of Spanish origin, alvmys in mi nor and in tri-
ple meter (usually three-four,more rarely three-eight or three-
two). It was commonly eight measures in lengt h, sometimes 
as a period form with a slight semi-cadence in the middlew The 
dance consi s ted of numerous repetitions of t his motive. These 
repetitions were at first quite ljteral but it became the cus-
tom to modify or vary the repetitionsmore or less freely, though 
never elaborately. The melody of the dance was treated with 
comparative indifference or disregarded .altogether; the basis 
of the sentence wa s its chords and hence this lent paramount 
importance to the bass part which was retained almost unchanged 
thus creating the impression of a basso-ostinato. The ideal -
ized passacaglia, foi .example, Bach's Passacaglia in Q. minor, 
bears only a general resemblance to the original dance, re-
t a ining the name and its basic characteristics, i.e., triple 
meter, minor mode and repetitions of a bass theme although n ot 
re stricting the repetitions to the bass. 
The chaconne (Italian, ciacona)was also probably a dance 
also in triple meter, usually eight measures in length, in 
major or in minor with many repetitions of the theme. The con-
fusion nver the use of the terms, I feel, begins in this per-
iod . in which both terms were applied to compositions with little 
discrimination. In its ideal application (Bach's Unaccompanied 
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Violin Sonata nQ 4) the chaconne differs from the passacaglia 
in the following respects: the theme of the chaconne is not 
a basso-ostinato but consists primarily of chord successions 
upon which the thematic sentence is constructed, the chord suc-
cession being retained as the basis of the work. Second the 
treatment of the chaconne is predominantly homophonic or har-
monic and not polyphonic as is the case with the passacaglia. 
The different between these two forms does not become clear 
until the latter part of the seventeenth century . 
Keeping thes·e 'things in mind let us turn to Frescobaldi • s 
Passacaglia 1 (1627) for organ. This piece to my mind repre-
sents the transition from the dance form to the passacaglia 
itself. The theme is an eight measure period, or more properly, 
a repeated four measure phrase. However, the piece is not in 
minor but in major. The four measure phrase is repeated forty-
five times . v~th considerable variation in the upper voices. 
variations ·fourteen to thirty-two are in the relative minor, 
i.e., g minor. The majority of the statements refer directly 
to the harmonic basis and not always to the melody. In these 
respects the piece bears a close resemblance to the chaconne 
since it is in major, no real basso-ostinato appears and the 
melody is often disregarded. On the followi.ng page is the 
first statement of the theme. There are no interludes, each 
l.Hinnefield, Masterpieces of Organ Music, Folio 10. 
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of the variation follows in succession, in this respect it is 
similar to the passacaglia. The first variation assigns the 
bass theme to the upper parts where it is considerably em-
bellished 
43 
Variation two distributes the theme between the soprano and the 
alto. Variation three employs the same .technique as the second 
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variation, only this time the theme is inverted. The next 
six variations increase in contrapuntal complexity. Variation 
ten and eleven use only a portion of the theme. In variation 
twelve the theme is a third ·below and cleverly hidden in the 
tenor. However, Frescobaldi indicates its presence by a slur 
which-. is placed over the first t hree notes of each mea sure. 
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In variation t wenty-six the theme is even more cleverly dis-
gui sed. Variation thirty-five modulates to g minor unlike a 
passacaglia and only the rhythmic characteristics of the 
t heme remain. 
Frescobaldi wa s fond of ·the variation canzona and like 
Trabaci employed it in many ways. The canzoni contained in 
Frescobaldi's Fiori Musicali (musical flowers offered for 
the adornment of the church) are often in two, three or four 
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sections. The canzoni which are divided into more than two 
sections usually have a certain rhythmic scheme and a change 
of key in the middle section, for example: 
section 1 
andante 
tonic 
section 2 
allegro 
change of key 
short adagio 
passage 
sec·tion 3 
allegro 
tonic 
As the diagram will show Frescobaldi usually inserted a short 
adagio passage between two allegro sections. 
Frescobaldi's Canzona dopo L'Epistola1 is typical. Each 
of its three sections is based on its own theme which undergoes 
considerable variation. Between the second and the third 
allegro sections a short adagio appears. Frescobaldi was also 
fond of using the same theme for all sections of the canzona 
varying it in each. 
Frescobaldi's ricercar display a variety of variation 
techniques. Many of them are sec tionalized as the canzoni, 
some are polythematic, others are monothematic. Frescobaldi 
vvas fond of treating the various motifs in turn and then com-
bining them. This is especially noticable in his Ricercare 
Cromatico~ In other cases Frescobaldi concentrates on a single 
theme. Frescobaldi also employed the variation technique in 
his capriccios, toccatas, etc. His Toccata avanti la Messa 
delli Apostle3is .such an example. The entire piece is based 
upon one motif which is altered throughout the composition. 
1. Bonnet, ed., Frescobaldi:Fiori Musicale pour Orgue, 
p. 75. 
2. Ibid., p .. 40. 
3. Ibid., p. 32. 
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5. France 
Literature dealing with French keyboard music of this per-
iod does not mention the use of the variation technique. This 
is surprising because a survey of French keyboard music from 
1600-1650 reveals that French composers no less than · the Ger-
mans or English employed the variation technique in their key-
board music . This is especially true for French sacred keyboard 
music. In their secular keyboard music the French also employed 
the variation technique especially in their dances, however, 
to a lesser degree. 
Bonnet's Anthology of Early French Keyboard Musi~ includes 
among other works, a Three-Part Fantasy on a French carol by 
Eustache du Carroy (c. 1549-1609). Bonnet also states in his 
preface that Caurroy, musical director to Henry IV, wrote a 
number of fantasies in three, four or five parts which were 
based on secular songs or religious carols. This shows that 
the French were also aware of the variation technique in the 
late sixteenth century. 
J·ean Titelouze (1563-1633) an early seventeenth century 
French keyboard composer also employed the variation technique 
in many of his compositions. He was a church musician and hence 
wrote mainly for the organ. Titelouze probably knew the Eng-
lish Catholic organists, Bull, Phillips and Dowland who were 
seeking refuge at the Walloon Jesuit College at Saint Omar 
where the French organist was studying. And it is possible 
that Titelouze became acquainted with the variation technique 
through the music of these men. 
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Titelouze ' s two most famous works are the Hymns de L1 Eglise 
(hymns of the church) and Le Magnificat both of which were pub-
lished in 1623 when Titelouze was Canon and organist at Rouen. 
The majority of the versets (see Chapter I ) included in the 
Hymns de L'Eglise are sets of variations. For example, the 
f our versets which followed the singing of the psalm Veni 
Creator1are a set of variations on this liturgical melody. 
In each of the first three versets the melody appears in the 
bass in variation, i.e. , the fourth verset is treated differently. 
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The melody instead of being in the ba·ss becomes an intergral 
part of the composition, it is set ~~ally~i.e. 
What is interesting to observe is the treatment of the counter-
subject. Below is a diagram showing how this motif is altered 
throughout the composition. 
The four versets which followed the singing of the psalm 
Ad Ooenam are another set of variations. Here the technique 
is somewhat different. The melody appears in the soprano in 
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each of the versets where it is altered and treated fugally, 
i.e.: 
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Titelouze 1 s Le Magnificat also employs the variation tech-
ni que. Each of the sections is thematically related and each 
is in a different church mode. The first part, for example, 
i s in the hypo-dorian mode, transposed a fifth below, and 
treats the theme fugally. 
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Louis Couperin (c. 1626-1661), uncle of Fran~ois Couper-
in (Le Grand) is another French keyboard composer who employed 
the variat ion technique in his keyboard music. Of particular 
importance is his Chaconne1 which is reproduced on the follow-
ing page. This piece illustrates the French application of 
the terms passacaglia and chaconne to compositions which in 
reality are in an entirely different form, i.e., that of the 
rondo with reiterated refrain. 
Couperin's Chaconne is based on an eight measure theme, 
(seems . 1-8). In measure nine where we would expect the 
theme to be repeated we have a new "B" idea . In measure eigh-
teen 11A11 comes back again. In measure twenty-five another new 
theme comes in, "C". And in measure thirty-four "A" comes 
back again. The form is thus: ABACA. 
Jacques Champion de Chambonnieres (c. 1602-1672) is one 
of the more important French keyboard composers of this period. 
Chambonnieres was court musician to Louis XIV. His keyboard 
pi~ces, especially his dances, show a predilection for the 
va~iation technique. Bonnet 's Anthology also includes several 
pieces by Chambormieres . In his Gigue we have an example of 
the way Chambonnieres applied the variation technique to his 
keyboard dances . The ent ire piece with the exception bf the 
characteristic dotted rhytrw is similar to the monothematic 
ricercar in wh ich one theme is chased throughout. Chambonnieres 
was also fond of writing the type of chaconne we have just 
discussed. 
1. Bonnet, Anthology of Early French Keyboard Music, p. 24. 
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PART II 
INSTRUHENTAL ENSEMBLE }.fUSIC 
INTRODUCTION 
A survey of the existing instrumental ensemble music 
from 1600 to 1650, like that of keyboard music, shows an 
immense concentration on the variation technique as a basis 
for musical composition. Moreover, we find an even greater 
reliance on the variation technique in instrumental ensemble 
music than in keyboard music. Perhaps this is so because 
pure instrumental ensemble music was relatively new. 
I do not mean to imply that instrumental ensemble music 
as a thing apart from vocal and keyboard music had its be-
ginnings in the seventeenth century. On the contrary, we 
know that even as early as the fifteenth century there must 
have been some type of instrumental music. This we know 
from the pictures, engravings, illuminated manuscripts and 
official documents that have come down to us which portray 
the types of instruments and reveal their names and how they 
were played. 
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But what the music was like is hard to say because prior 
to c.l 550 very few instrumental compositions have been pre-
served. And, moreover, because many of the manuscripts which 
have been preserved from 1550-1600 show a great dependency on 
vocal music we . are forced to conclude, for practical purposes, 
that pure instrumental ensemble music did no t !leail.ybegin 
to evolve until the early part of the seventeenth century. 
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Certain problems make it difficult to determine just 
what instruments were used in this period. That is because, 
first of all, instrumental parts were not always labeled. There 
still existed instrumental music dependent on vocal music as 
well as a developed instrumental style. One often finds the 
same piece labeled for voices or for ~ols, or composers might 
label the instrumental parts after their vocal models, ie., 
cantus, altus, etc. Second.; one often finds a great number of 
instrumental terms of the genre, i.e., violini, violon, etc .. 
Since the evolt;.tion of a name does not usually coincide with 
the thing itself, interpreting such names can often present many 
pitfalls. For example,the terms, violini, violon, etc., do not 
necessarily mean violin as we know this instrument. Such terms 
were applied to viols and similar instruments. Nevertheless, 
there is enough labeled music available to give us a good idea 
of what instruments were employed during this period. 
Up to the middle of the seventeenth century it seems that 
the medium most favored for the execution of ensemble music 
was a consort of viols, either whole consort consisting solely 
of viols ranging from treble to bass or a broken consort which 
included other instruments both string and wind, the former 
being the most popular. The viol differed from the violin 
which co-existed with it and which later took its place. Com-
pared to the violin a viol has six or five strings to the 
violin's four, being thinner and loosely stretched, the strings 
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giving a tone less brilliant but purer. The bridge of a viol 
is flatter, its shoulders slope from the neck instead of start-
ing from it at r ight . angles, its back is usually flat instead 
of bulging and the viol's ribs are deeper. The viols were 
particularly well-liked in England where the most popular group 
was a consort of ·six viols, two trebles, two tenors and two 
basses. 
The treble viol was tuned -d g c' e' a' d'', the alto viol-
c fad' g' c'', the tenor viol- G c fad g', the bass viol-
D G c e a d' and the great bass viol - G' D F A g. The English 
also used a lyra viol which is not to be confused with the lyro 
viol or viola bastard with sympathetic strings. The lyra viol 
was a normal bowed viol intermediate in size between a tenor 
and a bass and it could be tuned in different ways, its lowest 
pitched string being either D or F. The music for the lyra 
viol was set down in lute tablatures. 
' It is characteristic of this period that each country 
prefer~ed a specific instrument. In Italy the instrument most 
favored was the violino. The term violino refers to a violin-
type instrument. This was because of the nature of Italian 
string music. ·such violinistic passages which appear could 
not have been designed for the less agile viol with its flat 
bridge. 
In France the lute was most favored. In Germany viols and 
wind were used. The Germans often used the cornetto (Italian) 
or ~ (German) a fifteenth and sixteenth century instrument 
in the form of a straight or slightly bent tube with a cup-
shaped mouth piece. We also find in Germany pieces written 
for trump~ts and tombones. For example, Schein wrote a suite 
for such a combination. 
In England as well as Germany recorders and bassoons 
(German - Dulzian) were used with various other instruments. 
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In England one even finds the cittern used as part of an en-
semble. But ensembles such as these seem to be in the minority. 
However, it is not unusual to find the keyboard instruments 
combined with viols, etc., especially in England. Spain like 
France also showed a predilection for the lute. 
CHAPTER III 
THE USE OF THE VARIATION TECHNIQUE IN 
INSTRUMENTAL ENSEMBLE MUSIC OF THE FIRST HALF OF THE 
SEVENTEENTH CENTURY 
The first half of the seventeenth century presents a 
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most confUsing picture as far as the forms used in instrumen-
tal ensemble music are concerned. The period 1600-1650 is 
one of transition, and in any such period a great amount of 
diverse styles are bound to emerge. In the instrumental en-
semble music of this period we find the continued presence of 
the old polyphonic style, the emergence of the new monodic, 
the appearance of instrumental music with vocal style in 
so~e cases, with well-developed instrumental style in others, 
vdth mixtures of the two, stylistic differences in the same 
form when written for different sized-groups, single pieces 
labeled differently in different collections and basso con-
tinuo designated in smaller groups and not designated in the 
larger ensembles, etc . .. And these are but a few of the factors 
which make the period 1600-1650 so chaotic. 
The lack of uniformity in labeling forms presents the 
biggest problem. A number of terms were in use, and used 
almost interchangeably, often meani ng different things to 
different composers. In order to make some order out of this 
chaos let us group the immense variety of instrumental forms 
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into four groups; dance music, compositions based on a cantus-
firmus, idiomatic instrumental forms and forms derived from 
vocal models. 
In the first category are a number of dances which were 
also employed in keyboard music. For the origin and explana-
tion of these dance terms the reader is asked to refer to 
Chapter I.In:. instrumental dance music, composers employed the 
variation technique to a great extent. Single dances such 
as the galliarde, courante, P.assamezzo, pavane, etc., were 
of ter..'·: based on a popular dance tune used as a basso ostina to. 
And as in keyboard literature one is able to find a great 
number of "varied couples". But of more importance are 
the variation suites which were composed of a number of dances 
each of which was a variation of the theme stated in the first 
number. Such variation suites as we remember existed in the 
keyboard pieces of Froberger. The variation suite as used 
in instrumental ensemble music reached its peak in Germany; 
no other country seems to have cultivated it so extensively. 
Composers of ensemble music more so than keyboard com-
posers were especially fond of using a cantus firmus, either 
sacred or secular, original or borrowed, as a basis for a set 
of variations, either making the cantus firmus an integral 
part of the variations or using the cantus firmus as a ground, 
upon which variations are built. Many of these comp ositions 
maintained the title of the tune on which they were based. 
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This is especially true of England where one can find a large 
body of pieces entitled In Nomine Browning, etc., 
Instrumental ensemble compositions based on vocal models 
also show a great reliance on the variation tehcnique. In 
Italy one is apt to find uany pieces entitled "to be sung and 
played on all sorts of instruments"(per cantar et sonar con 
ogni sorte d'Instrumenti). Many such pieces show a similarity 
to the Italian madrigal. One can see how gradua l ly the voices 
were found to be interchangeable with instrument s whose r ange 
near ly corres ponded with that of the original s j_ngers. 
In the last category, idiomatic instrumental forms, be-
long such terms as: si~Sonia, sonata, canzona, fantasia, ~­
cercar, prelude. The term canzona differed in its application 
to keyboard and instrumental ensemble music. As we remember 
keyboard composers were more apt to emphasize the stylistic 
traits of the canzone, i.e., the contrapuntal texture and 
t he use of imitation. Instrumental ensemble composers, on the 
other hand, were interested in emphasizing the sectional struc-
ture of the canzona which eventually led to the development of 
sonata form. Like the keyboard canzona the instrumental type 
also existed in a number of forms. For example, some were 
divided into two, three or four sections which could be based 
on one or several themes. Others were one movement canzoni. 
Canzoni written for i nstrumental ensembles c oL-:. ld employ 
any number of voices. The larger type, the eight-voiced 
canzona was largely employed by Giovanni Gabrieli and does 
not show a dependence on the variation technique. These 
. ·-
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larger types were more inclined toward chord masses and a 
more homophonic style in which a basso continuo was of small 
importance. The fmur-voiced canzoni which were more contra-
puntal usually employed a basso continuo. It is in this type 
that the variation technique can most often be found. The 
term canzon £! sonar as it is used in this period on~y implies 
that the piece is to be sounded rather than sung. 
Generally speaking in this period, 1600-165o, the terms 
sonata and canzona are almost synonymous& There are, however, 
a few differences between these terms. The sonata, because of 
its dualistic setting, is completely reliant on the basso con-
tinuo. Whereas the phrase canzone ~ 4 would usually imply that 
the composition was written for four voices, in the sonata 
it won.ld not. Because the continuo was taken for granted, the 
title sonata ~ ~' for example, would not imply two instruments 
but three. It is characteristic of the sonata literature of 
this period tbat the number of performers did not coincide with 
the number of parts.. The sonata was also apt< to be more 
idiomat ic. For example, violinistic idioms are frequent in the 
sonatas of Marini. But the sonata like the canzona had no real 
order or prescribed number of section. In this period there 
also existed a form which I shall refer to as the variation 
sonata. Compositions entitled sonata were actually sets of 
variations on popular tunes. Many such pieces bore the title 
of the melody upon which they were based, for example, Solomon 
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Rossi 1 s Sonata ! .3. sopra L' Aria Della Romanesca. 1 The terms 
sonata da chiesa and sonata da camera were also in existence 
..:..;::;=..;o.;;,;.- - -
as early as 158o. 2 However, these terms had no real formal 
significance, da chiesa merely indicating performance in a 
church, da camera, chamber music. The favorite medium wa s the 
trio sonata, with its limitless amount of performers; the 
main characteristic being its three lines. Bukofzer3 for 
example, mentions a trio sonata by Castello VITitten for string 
bass, two'violins" , one trombone or bassoon and basso continuo. 
Fantasies, Preludes and Sinfonias could mean almos t any-
thing. There is no real fixed form or style for these pieces, 
they were merely names used for various instrumental compositions. 
Sinfonia, for example, was often used interchangably with sona-
ta,. Such pieces could be fugal, sectionalized like the canzona, 
or similar to a dance suite. But the majority of these pieces 
especially those entitled fantasia and prelude are based on the 
variation technique. It is not uncommon to find, for example, 
in England, a number of pieces entitled Fantasia which are a 
set of variations on hexachords or popular tunes. The ricer-
car which has been previously explained in Chapter I does not 
seem to be a popular instrumental form. One finds, for ex-
ample, in the complete works of Haussmann and Franck4 only 
one ricercar listed. 
1. 
2. 
3. 
4. 
Riemann, Hugo 7 Old Chamber Music, Vol. III, p. 120. King, Hyatt, A., Chamber Music , p. 9. 
Bukofzer, Manfred, Music in the Barogue Era, p. 53. 
Denkm~ler Deutcher Tonkunst, Vol. 16. 
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As far as the variation technique is concerned England 
led the way in the field of ensemble music. In no other coun-
try do we find such a variety of forms all based on the vari-
ation technique. vVhereas England produced dances, idiomatic en-
semble pieces, compositions based on secular and sacred cantus 
firmi, Divisions, Lessons, etc., all of which were in their 
very nature variation forms; Germany, for exampl~, had only 
one form in which the variation technique was used extensively, 
i.e., the variation suite. 
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CHAPTER IV 
A GENERAL SURVEY OF 
INSTRDlliffit~AL ENS lliVffiLE ~uSIC 
1. England. 
It might well be said that the English realized the im-
portance of instrumental ensemble music earlier than any other 
country. This becomes evident when one compares the quantity 
of English ensemble ms ic with other countries. As early as 
1500 England had instrumental music. According to Bukofzer,l 
at the death of Henry VIII in 1547 an inventory made by Edward 
VI lists hundreds of instruments which were in use; lutes, 
guitars, viols, virginals, shawms, recorders, horns, etc. Even 
though prior to the beginning of the seventeenth century a great 
deal of the instrumental ensemble music was dependent on vocal 
music one is still able to find a well-developed instrumental 
style. It is evident from the amount of English ensemble mus-
ic which is available for study that the English were far ahead 
of other countries in the- field. 
Perhaps this sudden development of chamber music in Eng-
land can be explained in terms of the society which produced 
it. The first half of the seventeenth century in England was 
characterized by enterprise and progress. ~o provide relax-
ation for the strain of the new faster v~y of life, men gather-
1. Bukofzer, QQ. cit., p. 12. 
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ed in groups to per form music. Such an atmosphere is con-
ducive to the development of ensemble playing. During the 
period there were a great many composers who wrote music for 
instrumental ensembles, for example, Ferrabosco, Lupo, Deering, 
Gibbons, Brade, Simpson, Byrd, etc. The medium most favored 
was the consort of viols. 
As far as the variation technique is concerned the English 
showed a more skillful use of this" principle in their ensemble 
music. But what is more important to note is the fact that 
their ensemble music is almost completely dependent on the var-
iation technique as a basis of musical composition. Thi s can 
well be illustrated by the large body of In Nomines which ap-
peared at this time. 
The English, in their keyboard and ensemble music, enjoyed 
writing sets of variations on precomposed secular or sacred 
canti firmi. The most popular cantus firmus used in ensemble 
music was the In Nomine.. Every instrumental ensemble composer 
wrote a set of variation on this sacred melody, the result being 
that a special genre of ensemble music arose which was excTU-
sively an English type of instrumental composition. 
The name of this cantus firmus presents an interesting 
problem: why were pieces called In Nomine when they were based 
on the melody of Taverner's Gloria Tibi ~rinitas~ Reese solves 
this puzzle.l Such instrumental compositions entitled, In 
1. Reese, Gustave, Music in ~ Renaissance, p. 845. 
Nomine which bear Taverner's name (.1495-1545) ·are transcrip-
tions of the passage of the Benedictus of his Missa Gloria 
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Tibi Trinitas in which the words Ill Nomine Domini appear. This 
can be seen by comparing the cantus firmus of Taverner's Missa 
.... / 
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Tomkin's In Nomine is an example of the t ype of composition 
which uses the cantus firmus as a ground. Notice in the pre-
vious example the little rhythmic motive which is woven in the 
upper parts. With each new statement of the In Nomine a new 
rhythmic motive appears. However, this was not the only method. 
'l'he l!! Nomine by Alfonso Ferrabosco1 (1578-1625) treats 
the cantus firmus in a unique manner. Here the melody is 
stated six times, in variation, in each of the voices, i.e.: 
/ 
1. Musica Britannica, Vol. IX, no. 79, p. 122. 
~-1-1·-1 
r~--~~,,~ t- -6------+--
In "' e-r r abo eo s In Nomine the. theme 1 
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the variations. On the following page is a section of the first 
part of this composition, which is scored for the popular con-
sort of viols, i.e., two trebles, two tenors and two basses. In 
the example I have circled the cantus firmus as it appears in 
the treble viol. Notice how the composition is derived from 
the theme which is only partially stated in th~ other voices, 
the bass viol slightly inverting the melody. Each section be-
sides presenting the theme in variation is in itself a little 
fugue which uses a fragment of the In Nomine as its subject. 
This and other compositions show that Ferrabosco was no ama-
teur composer. 
John Bull (1?63-1628) employs still another technique. 
His In Nomine1 places the cantus in the alto while the other 
parts derive all sorts of motives from the first three notes 
of the melody, for example: 
1. Musica Britannica, Vol. IX, no. ?o, p. 86. 
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Another sacred cantus firmus which was also employed, al-
though less frequently is the. Iviiserere. An example of this type, 
scored for virgina l and bass viol is included in the Musica Bri-
tannica. This composition which is by an unknown composer 
skillfully conceals the melody in the left hand of the vir-
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One ·, of the most popular secular melodies which appears in 
instrumental ensemble variations is a tune called Browning. 
Such compositiom:·:.almost equal the In Nomines in quantity. This 
tune fi~st appeared ~nits original form in 160~, i •• : 
As in the ln Nomine composers used this cantus firmus in a 
variety of ways. Byrd's Browning1 , for example, which is scored 
for five viols, is constructed on the first two lines of the 
melody. Each of the five instruments has the tune, starting 
The ontains f orty variations. 
1. Fellowes, Edmund, H.,William ~' p. 197. 
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Browning is only one of the many secular tunes which were 
a popular source for ensemble and keyboard variations. Others., 
for example, are Walsingham, Woodyc ock, etc. An e·specially in-
teresting piece is Richard Allison's ~From~ Window1 • 
Allison (or Alison), an amateur instrumental ensemble composer, 
died c. 1606. Besides his use of the variation technique his 
instrumentation is especially noteworthy. This compositi on . is 
scored for treble viol, recorder, bass viol, lute, cittern 
2 (English for citole) and pandore. 
There are also a number of ensemble compositi ons which al-
though titled fantasia, fancie or fantazia, are based on pop-
ular secular melodies. Byrd's Fantasies, for example, are of-
ten sets of variations on secular tunes, such as Greens leeves 
or Walsingham. This is also the case with Orlando Gibbons 
and Thomas Morley. However, Alfonso Ferrabosco's Fantasies 
are real idiomatic ensemble pieces in which no precomp osed 
cantus firmus appears. 
In some respec t s Ferrabosco' s Fantasies are similar to the 
Italian variation canzoni. This gifted composer's Fantasia n£• 
lZ ~ 43 , for example, is divided into three sections each of 
which is a variation of the theme presented in the initial sec-
tion. The thematic relationship, however, is very subtle. As 
the example below will show, the second section presents the 
theme in diminution, the t hird in ornamentation. 
1. Bukofzer, QQ, cit., p. 875. 
2. Pandore, Pandora, etc., terms often used without dis-
crimination. In the seventeenth century the term referred to a 
queer-shaped guitar. 
3. Meyer, Ernst, English Chamber Music, p. 152. 
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1 Anotlier Fantasia, n£• ~ ~ ± , labels its parts cantus, 
altus, tenor and bassus. It is likely that the instrumentation 
is for treble, alto, tenor and bass viol. Here again the varia-
tion technique is very; ;: subtle. The first section develops ; the 
main theme. In section two the main idea is varied and pre-
sented only in part, the skip of a fourth and an octave remain-
ing characteristic. In section three the rhythmic char~cter of 
mea~ two, section,one, b comes 
~' eit., Appendix, p.257. 
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Instrumental as well as keyboard composers used the hexa-
chord as a basis for variation. Ferrabosco's Hexachord Fanta-
~1for · one treble, two tenors and one bass viol is again un-
usual. The hexachord is presented eight times in whole notes, 
always in the upper part, with one measure separating each 
entrance. The other voices weave a most intricate contrapuntal 
texture below the hexachord, often using the hexac hord itself . 
as a means of variation or introducing _another motive. Vfua t is 
most striking is the extreme chr.oma tici sm which results from the 
way the hexachord is presented, i.e., each hexachord is stated 
one half step lower thus forcing the piece to travel through a 
s. 
ricercar appear in English ensemble music of this period, , for 
example,only one ricercar is listed among the one hundred and 
thirty-two :··ensemble pieces included in Musica Britannic a, one 
1. Musica Britannica, Vol. IX, no. 23. 
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of the main sources of early seventeenth century English mu-
sic. One, however, is able to · find nut;perous pieces titled 
Prelude. Here again the ·variation technique :: is evident. Byrd's 
Prelude,1for example, which employs the basso-ostinato techni-
que, is based on the following twelve measure ground: 
The English were also fond of writing lessons, pieces of 
easy rhythmical structure, originally intended for educational 
purposes. Many of these were sets of variations on original or 
borrowed melodies which were used as grounds. Such pieces 
were mainly written for viola da gamba and lyro viol players. 
One -can also find certain ensemble pieces with the title Aria 
-
with Variations. Meyer2 mentions, for example, an ~ with 
Variations by John Jenkins (died c. 1660) for treble viol, 
viola da gamba and basso continuo. 
However, an even more common practice was that of writing 
Divisions Qll ~Ground (from the Spanish, Diferencia), i.e., 
a set of variations on a given bass theme. Writing Divisions 
became s ome·what of ari art in England during this period. As 
a result, many collections were published, such as Norcome's 
Division Violinist (c. 1652), giving instructions on how to 
1. Fellowes, ~· cit., p. 191. 
2. Meyers, QQ. £11., p. 223. 
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improvise a set of variat~ons on a given bass theme. One of the 
most amazing of these documents is Christopher Simpson's 
Division Violinist (published in 1667)(the original manuscript 
is in the Boston Public Library). Simpson's work treats the 
subject to considerable length, literally pages upon pages of 
instructions are given. This irtvolved .treatise also contains 
several diagrams showing how to p~ay the viola da gamba, the 
instrument for which the majority of the Divisions were written. 
On the following page is a Division for Bass Viol1which 
consists nf, five variations on the folk tune, Woodycock. In 
the manuscript I have circled the notes of the original melody 
in order to make the technique clearer. This composition, how-
ever, is not characteristic, the more common practice being to 
write a set of variations on a ground which is repeated sever-
al times in the bass. The composition entitled A Division !Qt 
2 
Trible Violl to Play with ~ Virginal (author unknown) is more 
typical. It is a set of three variations on a thirty-two 
measure ground. The virginal maintains the harmonic structure 
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English dance music was not confined to the virginal. As 
early as 1599 single dances and dance suites were written ~or 
viols. 0~ these dances the passamezzo was most ~avored by En-
glish ensemble composers. Thomas Simpson~ for example, wrote 
a set of three variations on a passamezzo . ground for treble 
1 
and bass viol. (1617) Ensemble composers also applied the 
variation technique to a single dance. Dowland's (1563- 1623) 
Galliard2 ~or · lute, although it is written ~or one instrument 
only is typical. The Galliard is a set of variations on a 
melodic strain. In the example below the notes of the orig-
ina~ aelody have been circled to make the technique clearer. 
Riemann, Old Chamber Music, Vol. 2, p. 5o. 
Bukofzer, QQ,~., p. 847. 
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Although the bass line changes, the harmonies remain essentially 
the same. 
English composers of ensemble music had a decisive effect 
upon the development of this type of music in Germany. Thomas 
Simpson, John Dowland and William Brade held posts in German 
courts and trading cities and either taught instrumentalists 
or published collections of music. Of particular importance 
are the dance suites of William Brade. This English composer 
who fled to Germany after the ascension of James I (1603) lived 
in several North .German cities where he .enjoyed a considerable 
reputation as a violinist and a composer. Germa:~t: ·· composers 
of ensemble music imitated Brades's dance suites and ap plied 
the variation technique to them. 
2. Germany 
As a result of the influx of English instrumentalists in-
to Germany, instrumental dance music became German's main con-
tribution to the development of ensemble music. German com-
posers wrote single dances , varied couples and dance suites 
for various ensemble groups. Dance collections were published 
by Hans Leo Hassler (1564-1612), Erasmus Widmann (1572-1634), 
Johann Hermann Schein (1586-1630), Paul Peurl (1580-1627), etc. 
I do not mean to imply that German ensemble music was re-
stricted solely to dance music. On the contrary, other forms 
were used, but they are certainly in the minority. In the 
first four volumes of Riemann's Old Chamber Music, one of 
the important sources for early seventeenth century ensemble 
music, for example, there is only one canzona by a German com-
poser, the rest of Germany's contribution falling into the 
dance category. And in the complete instrumental ensemble 
works of Haussmann and Franck, two other important composers 
of this period , the same situation exists. 
As far as the variation technique is concerned it attained 
its highest peak of development in the dance suites of the Ger-
mans. In order to understand Germany's role in the develop-
ment of this important form, i.e., the variation suite, it is 
necessary to refer to the sixteenth century. 
Around the year 1500, Italian composers had written a 
series of dances, some of which were bound tog ether themati-
cally. Continuing this practice of unifying dances, in the 
middle of the sixteenth century, composers began to combine 
dances of the same key~ However, at the close of this cen-
tury this idea was given up and dances of the same type were 
grouped together. That is why in some of the dance collec-
tions of Haussmann and Franck, c. 1590, all the galliards 
are grouped together in one part, all the courantes in an-
other, etc. 
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As a last step in unifying dances there arose in Germany 
at the beginning of the seventeenth century a form called the 
variation suite, in w:1ich all the dances were thematically 
related. It is important to note that the term suite did not 
exist in tb.is period and is used here only as a matter of con-
venience. The variation suites had no prescribed order or num-
ber of dances. 
German composers appl ied the variation technique in a most 
skillful manner t o their dance suites. Such an intricate con-
struction is highly characteristic of the intellectual approach 
of these composers. The two most outstanding composers of 
variation suites were Paul Peurl and Johann Schein. It might 
be well to no te that Curt Sachs in his Our :Musical Heritage 
includes Scheidt as one of the composers of variation suites. 
This is, however, an error, Scheidt never wrote any variation 
suites, the collection which Sachs states that Scheidt pub-
lished in 1621 is incorrect as the only set of V'?riation suites 
which was published in that year is by Schein, i.e., Banchetto 
Musicale. Furthermore, Scheidt was primarily a church composer 
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and hence his e;omp·os.i tions are mainly for the organ. 
A variation suite which was published by Paul Peurl in 
1611 will serve to illustrate this skillful use of the varia-
1 
tion technique. Peurl's suite is in F major and consists of 
2 
a padouan (pavane), intrada (corrente) dantz (allemande) and 
a galliarde. Contrapuntal devices are incorporated into the 
suite, for example, points of imitation are characteristic in 
all four voices of the pavanne which ends with a stretto. What 
is especially interesting to note is just how far the content 
of a pavane, for example, is reproduced in a · galliarde , coU:'"' ·· 
rante, allemande, etc. 'When we compare the dances we discover 
that there is a variation in the number of measures. The first 
section of the pavane (omitting repeats) is fourteen measures , 
the intrada, 8, the allemande six and _the galliarde eight, i.e.: 
I o 
'' A=1 \ 1 -<_ 1'/ ........---1 _, \ .... .... • 6 I ( ; - ,. IT 
-
L. I , , I ::.F F=l I .II-. , I "I 
I I :7 I I 
l IJ. _f' , .:;.. 
1. Riemann, Old Chamber Music , Vol. 2, p.41, also repro-
duced in the Austrian Denkmliler, edited by Karl Geiringer. 
2. Intrada in the 16th century refers to the opening 
piece, i n the 17th century to a dance in duple or triple meter 
inserted an~vhere. 
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As the ·diagram on the following page will show the second sec-
ti ons also differ in length. The third section of each dance 
returns to the motive of the first section, but splits this 
motive into smaller fragments. Here again the measures differ, 
pavane, 11, intrada, 8, Dantz and Galliarde being reduced even 
more. On the following page is a diagram showing how the third 
section is evolved. 
Johann Schein treats the variation suite in much the same 
manner. But his order of dances_: is : differe:b.~, i.e., pavane, 
galliarde, courante, allemande, and tripla. When one singles 
out the germs for the dances of his variation suitesl it be-
comes evident that the composer wrote the dances in reverse 
order and that the pavane and the galliarde were expansions 
of the allemande and tripla. Here is the order of the suite 
1. Riemann, QQ. cit., Vol. 2, p. 34. 
3. 0/1-., .12 
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if we reversed the order. 
Neither P·eurl nor Schein as a rule designated specifically 
for what instruments t~eir variation suites were written. The 
following variation suite1 by Peurl was written "ftlr Blas oder 
Streichinstrumente", i.e., for wind or strings . ( See p . 85 ) 
1. Schering, ueschiahte der Musik in Beispielen, p. 42 • 
• 
\ 
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Schein: Variation · Suite, movements in reverse order. 
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Paul Peurl: Suite fftr ~ ~ Streichinstrumente 
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The Germans also enjoyed applying the variation technique 
to single dances. Valentin Haussmann•s Passamezza which is 
written for treble viol, cornetto, altus, tenor and bass (which 
probably refers to the alto,tenor and bass viols) makes the 
passamezzo ground an integral part of the dance. The follow-
the first statement in the cantus: 
-Notice the points of imitation. In the second variation 
the theme is placed in the bass. Variation three places the 
theme in the tenor with points of imitation occ~ring in the 
other parts. The last variation employs the beginning phrase 
as the subject for a fugal-like section. 
Haussmann as well as many other German composers was 
• 
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fond of writing varied couples. The second of these dances 
which-was called Nachtanz (after dance) was a rhythmic trans-
formation of the first, i.e., 
Erasmus Widmann was one of the few German composers who 
wrote canzoni for instrumental ensemble groups. His Canzone 
!B! den Schafferstantz1 , however, is unlike the keyboard form. 
Widmann's composition is a set of variations on a folk tune 
of the same name. In the example below the melody is placed 
in the first viol (for the use of the term viol the reader is 
asked to refer to the Introduction) with points of imitation 
occurring in the other voices. Widmann's Canzone is character-
istic of the German love of contrapuntal texture. 
1. Riemann, QQ. cit., vol. 2, p. 54. 
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E. Widmann: Canzone aut den Schafferstantz 
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3. Italy 
It would seem that England and Italy were two countries 
where conditions of life were more favorable to the develop-
ment of ensemble music during this period. Next to England 
Italy produced the greatest amount of ensemble music. How-
ever, as far as actually contributing to the development of 
the medium itself, Italy superseded England. As we remember 
England relied a great deal on what had been done in the past. 
Italy, on the other hand, paved the way for one of the most 
important instrumental forms, the sonata. What is most im-
portant to note is the fact that the variation technique 
played an important part in the development of this form. 
Italian ensemble music differs from that of other coun-
tries. This is because Italian ensemble music developed side 
by side with Florentine monody. And like monody itself, the 
number of parts was reduced and the expressiveness of the 
melody line was stressed. This influence is the reason why 
the Italians preferred the violin rather than the viol and 
why so much of the Italian ensemble music of this period is 
written for one, two or three violins and basso continuo. 
Solomon Rossi (1587-1628) is one of the more important 
representatives of Italian ensemble music of this period. 
Many of his pieces which are called Sonata employ the basso-
ostinato technique. Two of the most famous are the Sonata 
Sopra L'Aria della Romanesca1and the Sonata Sopra L'Aria di 
Ruggiero. 2 Both employ ground basses which were used quite 
frequently in Italian instrumental and vocal music, i.e., 
the Romanesca and the Ruggiero. The Romanesca melody, ac-
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3 cordi~~ to Apel, first appeared in the works of the sixteen-
th century Spanish lutenists. 4 However, according to Riemann 
the bass of the Romanesca was first used in Caccini 1 s Nuove 
Musiche (1604) in an aria titled Aria di Romanesca. Apel is 
probably correct as the 'melody used by Caccini could have 
been taken from the Spanish lutenists who came before this 
composer. 
Rossi's Sonata Sopra L1Aria della Romanesca which is 
written for two violins and basso continuo, contains seven 
variations. The texture is far less contrapuntal then the 
German variations, i.e., polyphony is only implied by Rossi. 
In the first variation the bass is an octave higher,in other 
variations it is considerably altered. As is also the case 
with Italian vocal 'Works, the basso ostinato techniqUE3 is not 
strictly used, i.e., a strict basso-ostinato does not var7 the 
bass. The upper voices are extremely florid,a feature which is 
not co mmon to countries which employed the viols, i.e., England 
and Germany. The last variation of Rossi's Sonata with its 
1. Riemann, Old Chamber Music, Vol. II. 
2. Ibid., 
3. Ape~, ~arvard Dictionary, p. 648. 
4. Riemann, Handbuch der Musikgeschichte, p. 90. 
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paral,l ·el . thi:ods;Jis':'.theJ::ruost violinistic. 
Rossi's Sonata Sopra L'.Aria di Ruggiero treats the theme 
in very much the same manner, as the following example will 
show. Here also there are seven variatiomin which the cantus 
is accompanied either by plain parallel progres'sl ·ons i n t h irds 
or sixths, or else by a lively form of figuration between the 
t wo upper parts. 
Biagio Marini (1595-1665) was a professional composer as 
well as a violinist of no little repute. Marini, while a 
member of the orchestra of St. Mark's in Venice, published his 
f'±rst work, Affetti Musicale (1617), ·a collection containing 
severa.l sonatas and sinfonias for one to six instruments which 
employ the variation technique in a manner similar to Rossi ~ .· 
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Marini also cultivated various dance forms. His Pass ~ 
Mezzo Concertato1 like Ferrabosco's Hexachord Fantasia is also 
unique. Marini's composition which is scored for two violins 
and basso-continuo is extremely chromatic. This . can be seen 
in the way the twenty-eight measure bass theme freely pre-
gresses from key to key, i.~., 
»~LF tLo$ e 0 N A Hl'l.,·~ 
-,--:....,-., 
to df111Ute. 
And like Rossi, Marini likes to alter tne oass, often it- ap-
in diminution, augmentation, etc. 
Marini was also fond of writing variations of the popular 
Romanesca melody. His set of Romanesca Variations 2:ror violin 
1. Riemann, Old Chamber Music, vol.III. 
2. Ape~, Historical Anthology, no. 199. 
and continuo is unusual because it incorporates dance forms 
into the composition. variation five, for example, is a gag-
liarda, variation seven is a Corrente, ie., 
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Marini's predilection for dance forms is also shown by 
the fact that he wrote a great many varied couples. His 
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Allemanda ~ Correntel, 2 is an example of the rhythmic trans-
of the variation technique is ' also evident. Merula was cham-
ber organist for the King of Poland (1624-1628) and occupied 
similar positions in Italy. Strangely enough Merula wrote a 
great deal of ensemble music for violins and basso continuo. 
Like Marini and Rossi, Merula relied to a great extent on the 
variation technique as a basis for musical composition. 
Merula 1 s Chiacona3 (1637), for example, is a set of sixteen 
variations on an eight measure ground bass, for two vi olins 
and basso continuo. His technique is similar to that of 
Rossi and Merula. This can be seen in the implied polyphony 
of the first variation and the violinistic scale passages in 
the second, i.e.; 
1. Riemann, Musikgeschichte in Beispielen, no. 89. 
2. The Italian term corrente differs from the French 
c ourante. Italian dances using this term are in a f aster 
tempo. 
3. Riemann, Old Chamber Music, Vol. III. 
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The majority of Merula's compositions which are ent i tled 
canzona are dependent upon the variation techniquee And Merula, 
like his contemporaries, was fond of the Ruggiero and Romanesca 
1 basses. Merula 1 a Canzon Ruggiero, for two violins and basso 
continuo, is similar to Rossi's Sonata~~ Sopra L'Aria della 
Romanesca. However, there are some differences. Variation 
t wo, for example, adds a violon cello part, something whi ch 
Rossi seldom did. And on the whole, Merula 1 s composition is 
simpler; there are few florid violin parts. Notice, for ex-
ample, the simple texture of the third variation. 
1 . Riemann, Old Chamber Music, Vol. III. 
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s :fond of tir g '78 ti n c a . · onio .... n~""-
tunes. 
1 For example, Merula's Canzon La Pedrina i s a set of 
six variations on a popular tune of the same name. And the 
same is true for Merula 1 s Canzon La Gallina. 
Naming compositions according to the tune on which they 
are based is common during this period. Francesco Turini 
(1595-1656) wrote many variation sonatas on popular melodi es. 
Fc.r example, his Sonata Tanto Tempo Hormai is, according to 
Riemann2 , similar to a song bearj_ng the same title. Turini 
places the twenty-two measure melody in the bass over which 
the variations are formed. It is interesting to note that 
Turini also varies the bass, i.e.: 
1. Riemann, Handbuch, p. 46. 
2. Ibid., p. 110. 
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ioyanni Buonamente 1& another early seventeenth cen y 
ensemble composer. One of his best known works, ~avaletto 
Zoppel, is a set of thirteen variations on an eight measure 
bass theme. It is interesting to observe his technique. The 
majority of the variation~ employ parallel thirds and implied 
i.e.'f 
--..---~~-
1. Riemann, Handbuch 
98: 
were not based on a popular tune, nevertheless the variation 
technique is still evident. Such is the case with many of the 
sonatas of Massimiliano Neri (dates also uncertain) who was 
first organist at St. Mark's in 1644, and Maurizio Cazzati 
(1620-1677). Many of Neri's sonatas are sectionalized like 
the canzona often employing one theme for each of the sections. 
It is interesting to note how the variation technique played 
an i mportant part in the development of the sonata. As we 
r emember many early pieces which were titled sonata were in 
reality sets of variations in which a ground bass was re-
peated many times. Towards the end of the first half of the 
seventeenth century the sonata became more sectionalized. Such 
sonatas often employed the same theme for each of the sections, 
others used different themes. But what is important to note 
is the fact that these sonatas lengthened each section, naming 
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them according to the tempo in which they were written. 
Unlike Germany, Italy and England, in France chamber 
music was less assidously cultivated. Only a few French com-
posers of this period wrote ensemble music, i.e., Claude 
Gervaise (dates uncertain) and Eustache du Caurroy (1549-
1609) . The main part of France's instrumental music was re-
stricted to the lute and the clavicin. We know that French 
clavecin and lute music (especially the lute pieces of the 
Gualtiers) employed the variation technique. But because 
there was so little French ensemble music writt en in this 
period the survey of the use of the variation technique in 
ensemble music shall have to exclude France. The reason why 
ensemble music was not cultivated in France is because the 
artistic interests of Louis XIV, which moulded the tastes 
of society, were centered around the spectacular, ie., the 
ballet •nd the opera • 
• 
PART III 
VOCAL MUSI C 
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INTRODUCTION 
The use of the variation technique in vocal music differs 
from its application to keyboard and instrumental ensemble 
music in two respects. First the employment of the variation 
technique as a basis for vocal music extends further into the 
seventeenth century. We do not find such a dependency on the 
variation technique in keyboard and instrumental ensemble music 
beyond c .• 1640. Perhaps the reason for the continued use of 
the variation technique in vocal music lies in the f act t hat 
certain novel vocal forms of this period such as the opera, 
cantata, oratorio, etc., developed slower than the forms em-
ployed in the other two fields, such as the canzona, ricerca~ , 
etc. In the second half of the seventeenth century, for ex-
ample, we find the use of the variation technique in the can-
tatas of Carissimi (1605-1674) and we even see it employed in 
the works of J.S. Bach, for example, in the "Crucifixus" of 
the so-called1 ~ Minor Mass. 
Second, there is not as much variety in the use of the 
variation technique in vocal music as there is in keyboard and 
instrumental ensemble music. For example, in Italian ensemble 
music there are compositions based on popular songs used both 
as a ground or as a t heme and variations, variation canzonas 
and sonatas, sections of which were thematically related, 
idiomatic compositions using one or two motifs as the basis 
~ -
1. The majority of these movements being not in b minor 
but in the relative major. 
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of considerable development, etc. However, Italian vocal mu-
sic of tlus period is restricted mainly to the basso-ostinato 
technique, i.e., the theme is a bass motif. In Germany we 
also find that the use of the variation technique is consider-
ably dependent on choral melodies. Nevertheless, within these 
classes there is an enormous amount of deviation. 
CHAPTER V ITALY 
1. The Use of the Variation Technique in Ttalian Vocal 
Music of the First Half of the Seventeenth Century. 
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Because the development of vocal music in Italy presents 
an entirely different picture from that of Germany or France, 
it would be well to discuss the styles of each country separ-
ately. Because in any period of transition we are bound to 
have an overlapping of styles, we find in Italy at the beginning 
of the seventeenth century the development of a new monodic 
style as well as the "stile concertato" which had its roots in 
the sixteenth century. 
As far as the variation technique is concerned we do not 
find it as a rule in works written in the "stile concertato. 11 
The "stile concertato 11 which was popular in the sixteenth cen-
tury was carried over to the seventeenth century by Giovanni 
Gabrieli (1557-1612). His works which were written in a dia-
logue fashion do n0t contain as a rule variations. The bril-
liant polychoral "concerto" style of the Venetian school which 
was usurped by the new monodic style utilized the principles 
of repeti tion ~. and:~ imitation. Hence the variation technique 
could not be adopted unless the composition was based on a 
cantus firmus, as was the case in Germany. The most important 
forms for the use of the variation technique were products of 
the monodic style, i.e., opera, cantata, oratorio, and occa-
sionally the new monodic madrigal. 
All these forms developed with the emergence of the 
"stile rappresentativo" or recitative , c. 1600. The ten-
dency to emphasize the meaning of the text reaches a climax 
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in Italy in the first half of the seventeenth century. This 
emphasis on expression had begun in the s~xteenth century and 
was restricted mainly to Italy in the first half of the seven-
teenth. A typical example of this textual movement is the work 
of the Camerata, a group of amateur musicians who met in Flo-
rence with the idea of reviving Greek drama, a form wh~ch by 
its very nature is characteristic of this movement. The var-
iation technique played a most important part in the develop-
ment of these new monodic forms. In order to clarify any con-
fusion which might arise from the use of the terms ~torio, 
cantata, etc., it might be well to note their function in this 
period. 
The cantata as it was used in Italy is something quite 
different from the cantata as it developed in Germany. In 
Italy until c. 1630 it existed in one main form. This early 
form as used by Peri, Caccini, etc., consisted of a number 
of stanzas of a song which were strung together. Vfuat is im-
portant for us is the fact that such pieces titled "cantata" 
used the same bass line for all of the stanzas of the song 
with varying melodies above. Such pieces which I shall refer 
to as variation cantatas because they are titled "cantata'' 
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are referred to as strophic arias by BUkofzer. 1 After c. 1630 
we have pieces titled "cantata" which foreshadow the form as 
it was used by J.S. Bach. These cantatas still have the same 
number of stanzas written to the same bass but they also con-
tain contrasting sections, ariosos and recitatives, separated 
by instrumental interludes, such as we will see in the works 
of Ferrari, Cariss~mi, and Cesti. In Germany we have a dif fer-
ent picture, mainlv because of the emphasis on the church can-
tata. In Italy the cantatas were secular. And we might inter-
ject here that such a pleasure-loving society as that which 
e~sted in Italy during this period could only have produced 
a vocal literature which was in the main secular. 
The earliest oratorio preserved was Emilio Cavalieri's 
Rappr esentazione di Anima~ di Corpo (c. 1600). Another early 
oratorio which incorporated a madrigal style was Anerio's 
Theatre Armonico Spirituale (c. 1619). The use of the ora-
torio which is nearer to the form as we know it and which is 
more representative of this period can be found in the works 
of Carissimi (1605-16?4). To my knowledge there appears to 
be no other important Italian oratorio composer in the first 
half of the seventeenth century, Draghi and Stradella coming 
in the second half of the century. Thus I shall refer only 
to the oratorios of Carissimi, I shall not attempt to define 
the use of the term oratorio as it existed in his works, for 
1. Bukofzer1 Manfred1 Music in the Baroque Era, (W. W. Norton & Co.), 1~4?, p. 32. 
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the form will become clear when we discuss Carissimi's Historia 
di Baltazar. It will suffice here to mention that the varia-
tion technique is an important organizational feature of Car-
issimi's oratorios. 
The earliest pperas were written by Peri and Caccini, c. 
1600. These Florentine operas consisted mainly of recitatives 
over a colorless figured bass. The real development of the 
opera took place in the works of Monteverdi. In his operas 
we find dramatic arias, duets, choruses and full orchestral 
accompaniment. Regardless of the primitive effects of his ear-
ly operas, such ~s the use of choruses which are similar to 
madrigals, Monteverdi's innovations were a tremendous achieve-
ment. And here also we find that Monteverdi relied on the var-
iation technique for many of his arias, duets, etc. 
The madrigal as it was used in this period existed in 
two forms. The first wh:i.ch was a carryover from the sixteenth 
century emphasized the m_eaning of the text and hence it could 
not maintain the stanza and refrain form of the fifteenth cen-
tury. Such madrigals were mainly homophonic and employed all 
kinds of devices to portray the expression of the words, i.e., 
chromaticism, wor.d-painting, etc. In this type of madrigal the 
variation technique is rare. The second type which was a pro-
duct of the new monodic style became increasingly soloistic. 
Hence we have many pieces titled "madrigal" which are quite 
similar to arias or duets, such as those pieces titled 
"madrigal" in Caccini's Nuove Musiche. It is in this new 
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type of madrigal that we find the use of the variation tech-
nique. We might note here that the term motet underwent a simi-
lar development. We have some motets which are similar to the 
sixteenth century motet and others which were influenced by 
the new monodic style. And as we shall see the motet developed 
differently in Germany. 
The term "aria" in Italian vocal music of this period was 
also used in many ways. The most popular type was the aria 
which was based on a basso ostinato. The only difference be-
tween these pieces and the variation cantatas from 1600-1630 
is their titles. Besides such "Strophic arias", i.e~, the use 
of the same bass line for each stanza, we find arias which are 
quite similar to what we may call a vocal passacaglia. In such 
pieces there is only one stanza set to music, the melody of 
which is formed above a repeated ground bass. The aria da capo 
did not come into general use until the second half of the 
seventeenth century. 
2. The Use o~ the Variation Technique in the Music of 
Monteverdi. 
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c·laudio Monteverdi occupies an important position in the 
History of music. There is no doubt that he was one of the 
greatest geniuses o~ all time in the field of vocal music. 
Monteverdi was born in Cremona in 1567 and died in 1643 in 
Venice where he was the director of music at St. Mark's. Since 
his creative output is such an important part of Italian vocal 
literature during this period, it is necessary that we give 
special attention to the use of the variation technique in his 
music. Monteverdi throughout his life used the ·variation tech-
nique, we find it in his early madrigals as well as in his last 
opera, The Coronation of Poppea. 
Let us begin first by examining those compositions which 
Monteverdi called madrigals, keeping in mind the .use o~ the 
term in this period. Monteverdi's Seventh Book of Madrigals1 
(published in 1620) includes a set of four variations on the 
popular Romanesco melody. All ~our of these madrigals which 
are written for two sopranos and basso continuo employ the 
~ollowing RQmanesco oass. Tfie -variat±ons on t~· . bass gre all 
1. Malipiero,- G. F., correc t ed Works of Mon~everdi , Vol. 
VII, p. 152. 
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clever pieces of craftsmanship. In each the two sopranos 
imitate one another in an echo-like fashion. This is particu-
larl 
co- r e. d. o V ' I M jo l U • • 
B A S,.~o C.o Ill T lf\IV 0 
using different melodic material above the bass. The third 
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madrigal is extremely florid as the example below will show. 
This technique can also be found in Monteverdi's operas. With-
in the third madrigal is another set of variations. Notice 
in the example below (a & b) the similarity in the melodic 
structure. Here the bass theme is repeated twice and the 
little bridge occurs in the first measure of "b". Example "a" 
contains the last measures of the 
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compositions which employ the variation technique. For example, 
1 . 
the madrigals, Io £Qu EBI Vezzosetta and Augellin2 , for two 
tenors and bass, are also dependent upon the basso-ostinato 
technique. 
Of particular interest in the Seventh ~ Q! Madrigals 
3 is the composition entitled Chiome d'oro for two voices, two 
violins, chitarone and spinetta. The piece is entitled ~­
zonetta but its .style is similar to many of Monteverdi's com-
positions which are called madrigals. ~he definition of the 
canzonetta as given by Sachs4 does not seem to apply to Mon-
teverdi, who uses both terms, madrigal and canzonetta, inter-
1. 
2. 
3. 
4. 
1948, p. 
Malipiero, Q£· cit., p. 41. 
Ibid., p. 98. 
IDbid., p. 
Sachs, Curt, ~MUsical Heritage, 
158. 
(Prentice-Hall, Inc.) 
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changeably. The instrumental interludes and the vocal sections 
of Chiome d 1 oro are based upon an eight measure bass theme which 
consists of two four measure phrases. The bass theme itself 
seems to be composed of a simple motive· ·Which is circled in 
the v~~es alter-
nate with the violins. In 11 the bass theme -iS" epeat.ed. ~n 
times. The second violin often imitates the first violin as 
the example above will show. The voices are also treated in 
this manner. 
The very first madrigal of Monteverdi's Seventh~ is 
also interesting. It is called Tempro la Ci tra1 and is cast 
in the form of a fourfold strophic variation precededt1 and 
concluded by an instrumental sinfonia. Between each statement 
1. Nalipiero, 2Q.cit., p. 2. 
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of the bass, a ritornello taken from the second part of the 
si~1onia intervenes. The whole piece is quite similar to the 
solo cantatas of this per i od and i s another example of the free 
u se of the term madrigal. A more subtle use of the varia t ion 
form in the Seventh Book of Madrigals can be found in the piece 
titled Amor £hi deggio far1. This composition begins with three 
instrumental ritornelli each of which is a variation on a rather 
lively dance tune. Each time the instrumental i nterlude returns 
it has the same bass melody. However, each of the vocal sections 
i s composed upon a different bass theme. In other words, we 
have here a set of double variations, each consisting of seven 
variations. 
In Monteverdi's Eighth~ of Madrigals we find · a freer 
use of the basso-ostina to technique. The first madrigal, .Altri 
2 Canti d'Amor is such an example. It is a rather large composi-
tion scored for a six part chorus, solo soprano and a large 
orchestra which consists of two violins, two violas, two viola 
da gamba, contra basso and basso continuo. .Again we find a 
similarity to the cantata. The first section of the composition 
consists of a set of six, variations on a seven measure bass 
theme. It is interesting to note how freely the bass is em-
ployed. On the following page is a diagram illustrating this. 
1. Malipiero, c. ~. ~· cit., p. 182. 
2. Malipiero, ~E., Vol. VIII, p. 2. 
In the first variation ther e is an extra measure added. In 
the second variation the second half of the bass theme has 
' been transposed a fifth below. Hence the third statement of' 
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the bass begins not on the tonic but on the dominant. The 
fourth entry is considerably altered having expanded to twen-
ty-f our measures. The fifth variation maintains only a slight 
resemblance to the original bass line. The last entrance makes 
use of the main melody notes of the bass line of variation five. 
The most interesting featur·e of this set of variations is the 
way Monteverdi integrates the bass theme . into the main body of 
the piece; there is always a fragment of the theme in the upper 
voices. The second section of this piece ~.= does not contain a 
~ c. ~-,----," ...--.~""'-<~~,1> 0 , ' 
1= 
114 
lol 0 ., 0 
-Throughout the Eighth Book of Madrigals there are numerous 
compositions in which the variation technique is used. For 
1 
example, the madrigal, Vago Augelletto , for six voices, two 
violins and basso continuo is based on the following ground 
bass: ~~~iiiji~~i 
1. .Q.I2.. m .. , P· 222. 
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The madrigal Due Belli Occhilmakes use of the following 
scale motive in the bass which becomes the basis ror a great 
deal of variation. And the madrigal Lamento della Ninra2is a 
c. 
0 
----
1. Malipiero, QQ, cit.,p. 204. 
2. Ibid., p. 28E. 
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good example of the use of a short strict bas so ostinato. The 
entire piece is composed over a bass line which consists of 
several repetitions of the . minor form of the tetrachord, i. e,: 
In all there are thirty-four statements of 
this figure. The use of such motifs is, in this period~ a 
popular device to express grief. 
In the Sixth Book of Madrigals (published in 1614), the 
composition Lagrime d'Amante1 is particularly noteworthy because 
it employs a theme and variation technique and is not built upon 
a basso ostinato. There are four parts to this composition each 
of which is a melodic and rhythmic variation of the theme pre-
sented in the soprano of part one. 
Monteverdi applied the variation technique to no lesser 
degree in his sacred compositions. For example, the composition 
Ut Queant Laxis2 for two sopranos, two violins and basso con-
tinuo is a set of double variations. The composition is divided 
into the following sections: 
1. 2. 
Introduction Ritornello 
Soprano 1, 2 Instrumental 
Violins and Interlude 
Basso Continuo 
(Tutti) 
5. 
Soprano2, 
and Basso 
tinuo 
6. 
Solo Ri tornello 
Con- Instrumental 
Interlude 
3. 
Soprano 1, solo 
and Basso Con-
tinuo 
7. 
Soprano 1, 2 
and Basso Con-
tinuo 
4. 
Ritornello 
Instrumental 
Interlude 
8. 
Coda 
Tutti 
1. Malipiero, ~. ~., Vol. VI, p. 46. 
2. Malipiero, c.~., Vol. XV, p. 629, Part 11. 
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In each of the ritornellb the same bass theme is employed, 
however there is no variation in the upper parts. But in the 
vocal sections which employ the same bass line there is con-
siderable variation in the upper parts. And the section 
which for convenience I have called Tutti is a variation of 
the melodic material presented in the introduction. 
As the difference between secular and sacred is not yet 
well-mar~ed in this period we should not be surprised to find 
that Monteverdi used secular tunes in his sacred works. For 
example, the composition entitled Piano della Madonna ~ ~ 
sola Sopra 11 Lamento d'Arianna1 is as the title indicates a 
variation on the Lament of Arianna, the only portion of Monte-
verdi's second opera which has survived. (1608) 
Another example of this fusion between secular and sacred 
material is Monteverdi's Beatus Primo2• The Beatus which is 
written for two sopranos, two tenors, one alto and bass is 
divided into four long sections reminiscent of the cantata. 
Section one is a set of eight variations on a lively tune which 
is almost identical to that used in the madrigal Chiome d'Oro, 
the only difference being the two measure extension in the sacred 
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rrom duple to triple meter and is constructed upon a bass 
line which consists of numerous repetitions of a descending 
hexachord. In section three the dance tune comes back again 
and a series of four variations follows. Section f our is 
entirely free and has no relation to the preceding.;:-; portions. 
Monteverdi's Missa ~ 41 is a most unusual piece as far 
as the use of the variation technique is concerned. We might 
call it a basso ostinato mass, however, the bass theme is 
treated extremely freely, appearing in different versions 
throughout each of the movements. The example below will show 
this more clearly. In the Kyrie the theme is often transposed 
as is the case with the Agnus Dei. In the Gloria it also is 
slightly altered. It is ·stated in the Credo in half notes. 
But the theme in each case is restricted to the bass and does 
not appear in any other voice. 
0 
1. Malipiero, QQ. cit., p. 59, Part 1. 
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Montev rdi' Masiea Rel1g1 sa . contains 
are primarily written in a fugal style. The use of the varia-
tion technique is not common in such compositions and there are 
only a few instances where it is used. Monteverdi's Christmas 
Motet - Hodie Christus Natus Est2 uses the varia t ion technique 
in a skillful manner. The twenty-one motifs which make up the 
entire composition are all derived from the initial theme. The 
foll owing example which contains the first two lines of this 
1. Malipiero, C. E. Vol. XIV. 
2. ~., p. 2b. 
3. Ibid., p. 38. 
4. ~., p. 29. 
The same technique can be 
Domine l!..m Christe. 4 
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Monteverdi also used the variation technique in his operas. 
To illustrate this I should like to discuss his firs_t opera, 
Orfeo: 1 (1607) and his last opera, The Coronation of Poppea~ 
which was first performed in Venice in 1642. 
The first act of Orfeo which is occupied with the songs 
of nymphs and shepherds who are celebrating the nuptials of 
Orpheus and Euridice contains a set of interesting variations. 
The first act itself is extremely repetitious, many of the 
choruses are identical and the ritornelli offer no new material. 
The set of three variations occurs in the last three choruses 
of act one, each of which is separated by an instrumental 
interlude. In the second chorus the bass line is somewhat 
altered; however, in the third chorus the bass line is identi-
cal to that of the first chorus. The variation occurs in the 
1. Malipiero, c. ~. Vol. XI. 
2. Malipiero, C. E. Vol. XIII. 
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upper voices. The first and third choruses are written for 
two soprftnos and basso continuo, the second chorus adds a 
tenor. 
Act II of Orfeo also contains the use of the variation 
technique. The aria which Orfeo sings upon his return to his 
own country before the messenger of doom, Sylvia, arrives to 
announce the death of Euridice from the sting of the serpent, 
is one such. example. This arial which is interrupted by in-
strumental interludes uses the basso-ostinato technique. It 
- - -
i s a s~t of eight variations on the folloWing 
n 
excellent example of Monteverdi's use of the variation tech-
nique. Orfeo (Act III) arrives on the banks of the river Hades 
and, having lulled the savage pilot to sleep by his melodious 
song, ent~rs into the fatal barque alone. Possente Spirito 
is in seven parts: Orfeo, ritornello, Orfeo, Rit., Orfeo, 
Rit., Orfeo. Each time Orfeo sings he is accompanied by the 
same bass line which remains essentially the same except for 
certain rhythmic deviations. With each repetition of the bass 
l.Malipiero, c. ~., Vol XI, pp.49-55. 
2.IQ!g., pp. 84-100. 
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line Orfeo 1 s melody and the orchestral scoring are changed. 
For example, in variation three, two violins, basso da brazzo 
and basso continuo accompany him while in variation two only 
two cornetti and basso continuo are indicated. It is inter-
esting to note how Orfeo's melody changes. The following ex-
ample cont~ins a portien- ~f the -first line -o- eaeh-vari~~~. 
J.. 
D • 
flu fl. VI . · v " I 0 
If one can be a little foresighted, it is possible to see in 
this aria the use of a leading motif to identify Orfeo. 
The plot of Monteverdi's The Cornation of Poppea deals 
with the efforts of Nero, Emperor of Rome, to divorce his wife 
Octavia in order to make Poppea Sabina his empress. The duet 
between Fortuna and Virtu in the prologue1 is based upon a 
descending scale motif which is repeated over and over in 
ostinato fashion, one might 'say this motif is indicative o:f 
danger. With each presentation the scale is lowered by a half 
step and hence the bass proceeds in diatonic descent through 
1. Malipiero, C. ~.,Vol. XIII, p. 9. 
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the whole octave G to G. According to Schrade1 this same 
motif is used for the duet of Poppea and Nero after the coro-
nation; however, I fail to see the similarity as the finale 
duet is based not on a scale motif but on a tetrachord such 
as used in the Lamento della Ninfa, i.e.: see page 116. 
Interesting also are two sinfonias in this opera. The 
first sinfonia which serves as an introduction to the opera 
is a varied couple, i.e., two dances, the second of which is 
a rhythmic variation of the first. The sinfonia pr eoed:l.ng ,.: 
Act III, scene VIII2 is carved out of a little rhythmic figure 
which is developed in much the same manner as Monteverdi's 
Christmas Motet. 
These are by no means the only instances of the use of 
the variation technique in Poppea, an examination of the score 
of the Coronation as well as that of Orfeo will reveal count-
less other instances. One might say this is true of Monte-
verdi's works as a whole. 
1. Schrade, Leo, Monteverdi,(W.W.N.or_ton) 1950, p. 345. 
2. Ibid., p. 23o. 
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3. A General Survey of Italian Vocal Music in the First 
Half of the Seventeenth Century. 
Guilio Caccini (1545 -1618) is known to us mainly through 
his Nuove 1\.lusiche ( 1602), a collection of pieces which are called 
arie and madrigal wri t ten in the new style of monodic recita-
tive with thoroughbass accompaniment. The terms ~ and 
madrigal are used in his Nuove Musiche to denote comp ositions 
of different length. The term madrigal is applied to pieces which 
set only one stanza to music, such pieces are considerably 
shorter than pieces called arie which set several stanzas of 
a poem to music. Otherwise the · style is quite similar. Caccini's 
madrigals, because of their length, do not use the variation 
technique. However, the majority of the arie are all dependent 
on the variation technique. 
These are are c ommonly referred to as strophic variations. 1 
Nearly all the monodic collections of the period, c. 16oo4-1630, 
contain at least a few strophic variations, for example, Bene-
detti's Musiche, 161.1; Grandi's Cantide et Arie (Grandi died c. 
1630); Ferrari's Musiche Varie, 1633, etc. Strophic variations 
in which the same bass line or a pproximately the same bass line 
is used for all the stanzas of the song with varying melodic 
material above are half way between the theme and variation and 
the strict basso-ostinato technique. After c. 1630, pieces 
written in a s omewhat similar style usually are only called 
1. Riemann, Hugo, Handbuch der Musikgeschichte, Vol. II, 
2nd ed., Leipzig, 1922, p. 32. 
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cantata. An examination of Caccin1 1 s arie will reveal more 
clearly how the technique referred to here as strophic varia-
tions was used. 
An example of such strophic variations can be found in 
Caccini's Arie de Romanesca1• It iS a composition written to 
several stanzas of a poem, each stanza uses the same bass line. 
This piece which is the first in the collection shows little 
skill as far aw melodic variation is concerned. A more ambitious 
set of strophic variations appears in the piece ~ Selvaggie 
Che~ It consists of four stanzas each of which maintains al-
most the same bass line. The first stanza's bass line is ten 
measures, however, in stanza 2 the bass line is extended to 
twelve measures as the example on ~he following page will show. 
Hence we cannot call this a strict basso ostinate. Notice the 
change of meter in the second stanza. Moreover, the melodic 
variation in the voice part does not change considerably as we 
would expect it to in a basso ostinato composition. This same 
technique can also be found in Fillide rtda Se ~ Bell ta ill 
Vaga3, Arde i! Mio petto Misero4 , .Ardi QQg Mio5, to mention 
only a very few examples. There are only two arie in the en~ 
tire collection which are real basso ostinatos. In ~ 
1. Caccini, Nuove Musiche, (Original edition in B.P.L.}; 
Milan 1602. ~. Perinello, carlo, ed., Caccini:~ Nuove Musiche, Insti-
tute Editoriale Italiano, Milan, 1919, p. 21. 
3. Ibid., p. 27. 
4. Ibid., p. 6. 
5. Ibid., p. 17. 
SOf'I"D.fiO I % 
:z_ 
.:? 
1- Jf- - ( I" ' "" h 1=~-=n::::: · "-t.- P- P-I 
I r 
1/ v r; ·~ . 
. •. 1--
-
Slt'tfii"ZA- I. \ 
r 
. 
ft.~I'C.S<. VA.'''(..> <.~<. fl _. 11\01\.f.t~ r . r~ +" .J t:' r•< 
,U. /1><-+~ In 1" tS+ t. llt.r-d j 
I ___..,-, 
.... J 
II I 
I 
' 
, , l I , 
I I 
COrl\ -4- • • 0 1'1\ -r T 
r 
-
·h ::_f-:-t 
,-. 
l\ ,.,. .-
" 
l"~l v !2 
.. -u- I 
r , ,.. 
" 
- -
-, r _,_ 
- \-. V-
, 
~I .! I ... u l ""10 , .... ' I 
- --V -- _.:_ 
-
f'IA., 1' '(.., _ ........ C.. I. h._ -h.\ • .,. I'L \"' fi(.Ja.- b<l" ......... ~ .. + • I I v t. n. -
/1 I 
-
, ~t- ' \ . , , ~ I I I 1:& ·r--r I 
-)-I 
~___. I I 
---
I ;z: I "'- J 18 
jl' 
-!.... "' ft 
-t I ... t ... (' I 
I L .. _ \ I Jl I \1 -rrY r li' 1::1 
v ,-T 
SfAnllA-l· MIA._.""' ,._fr/rJ e t,dlo...., 
M ,· .._ Sl .r u bell«. s• s r• c t-... t. .-r-~cL~ pow .c- .lt'l'l• 
HI - lr· -Je. ~ 
-·· 
...... . " ,- (-· ~-T TJ 7 • \ 
-
,, 
\ I . ~- ¥ / 1-
-r -r 
(; 
h ~ R'/. 
1,1 H ... 1\. \ / ') 
-· 
kl t-1 ' ( I .) 
" 
... 
' 
, 
' . 
-.. 
, I, ~-
-· v r lj,. I I . I ... ,..,..... 
. ~ . a • VIIO l "'• v .c. r> d o• I ....... ( It 
r 
y,rc.."" <-"'".c.. "~•t-r,.c..,o<- d.• . ... ... , ,,. u JJ 
" " 
, 
_r. 
"" 
~ 
I .. 
--
I . - §' 
~- 'Y 
~ 
-
\ R' r . 
.q --\_:_ =~-
-
... . I 
"' 
,..,~ # 
f' · 7 
-· 
/C. If 141'7'\ 
, 1'\ I r-1-
I \ I_./ r, L' II l\ 1\ Ni.> , c ~- '1-tJ- I , I N 
·' I ~ 
~,; -~,; '';j' ~· , , " v. ~ I ' If y 1/,... IV I -.- . T 1--6--
y ( > ~;I.' "'j ., c -..l - 0 .... r~ • d,c.l'llVc. ~L ... •ItU ,c .~· l ,.. 6JoltJl.l• -•• CU• d.• .,, •• ~~ ~ · reo 
=-~ "' ..... /""\ :t ·~ -t===:r.=b- [_\ ~ I ll li -~ ~ -11-{-i~~ ·-?- -\---1 r l ... "') ,/ I I I I 
. .,.. r•o~- "(' 
- - - - - -- ·--- -- ------- - -~ --- - -··-- -------
---
___ _..._ ___ 
---------- -· 
- -· 
127 
1 Immortal! the bass theme is repeated exactly the same for all 
the seven stanzas, and the melodic material above is varied, 
2 
the same holding true for Q£1 Euterpe. 
Riemann3 mentions two strophic variations by Peri and Gagliano 
contained in Benedetti's Musiche4 (1611) which I have not been 
able to locate. Each of these is a melodiC~ ·composition on a 
ground bass which is used for each stanza. Gagliano's com-
position is based on the same text used by Monteverdi in his 
Lamento .della Ninfa, which we have mentioned, and is set simi-
larly. 
Besides the arie mentioned by Riemann I have not found 
that Jacopo Peri employed the variation technique to any con-
siderable extent. An example which is perhaps too early shows 
no reliance on variation, i.e., his Euridice which appeared 
in Florence in 1601 entitled Le Musiche sopra 1 1 Euridice. This 
opera w,pich is primarily -made up of colorless reci t atives has 
too many limitations imposed upon it to include the variation 
tedhnique. It is mainly in the works of Italian composers who 
are more representative of this period that we find the varia-
tion technique. 
Adriano Banchieri (1567-1634) was a prolific vocal com-
poser as well as a theorist and organist. In Banchieri's 
Musiche Corali we often find the use of the variation techni~ue. 
1. 
2. 
3. 
4. 
Perinello, .QQ. cit., p. 9. 
Ibid., p. 6. 
Riemannt .QQ, £!!., p. 21. · 
Benedet i, an amateur Italian musician, died c. 1649. 
One interesting piece from this collection is the very first 
select~on Mascherata _di Villanella1• In a general sense th  - e 
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villanella is a type of sixteenth century secular vocal music 
which originated in Naples composed of several stanzas separa-
ted by refrains. The mascherata is according to Apel2 , a type 
of villanella designed to be sung during a masked ball or pro-
cession. Banchiere's composition is written for six voices and 
'employs polyphony and imitation like the sixteenth century 
madrigal. In all there are eight lines to the text, the odd 
numbered lines have their own bass line and the even numbered 
lines have another bass melody. Again we find that the melodic 
variation above is not very imaginative, as is often the case 
with CacciP~. One of the most unusual compositions I have come 
across is Banchiere 1 s Contrapunto Bestiale Alla Mente3 (contra-
puntal Animals, Improvised). It is interesting not only be~ 
cause of its strophic bass but also because it is onr one hand 
characteristic of the thirteenth century motet with its differ-
ent texts in different languages (polylingual, polytextual), 
and, on the other, contains sections similar to the English 
madrigal with its ~ ~ la section. Besides this, its middle 
section has a Latin cantus firmus in the bass while the five 
upper voices imitate the sounds of a dog, a cuckoo and an owl. 
Such a piece is characteristic of the late sixteenth century 
1. 
Corali, 
2. 
3. 
Vatielli, Francesco, ed., Adriano Banchieri: Musicale 
(Institute Editorial Italiano) Milan, 1919, p. 15. 
Apel, Harvard Dictionary, p. 794. 
Vatielli, Q£, cit., p. 17 
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interest in program music. The example below is 
ca11dtr1.. 
In the !a l! la section an 
twice in the beginning and twice in the last section with little 
melodic variation above. 
Turning to the compositions of Benedetto Ferrari (1597-
1681), we find a more skillful use of the variation technique. 
Ferrari was a librettist and a composer who worked mainly in 
the field of vocal music. Ferrari has composed several pieces 
which we may for convenience call cantatas although he did not 
use the term himself. Many of his cantatas are based on the 
basso ostinato technique. However, they differ from the strophic 
1 
variations of Caccini. Ferrari's solo cantata Voglio .Q!lli.!! 
1. Riemann, Hugo, ed., Kantaten Frunling, (Siegel) Leip-
zig, 1912, p. 8. 
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is built upon a two measure phrase which is repeat.ed fifty-
seven ti mes;-i.· 
the example shows, the melodic 
on its way. The two mea.sure motif is repeated thirteen times 
in G major, the four times in C major followed by five in G, 
t wo in C, thirteen in G, six in C and ten times in C wj_th a 
two measure coda. A second composition by Ferrari dating from 
the year 1637 having a basso ostinato is entitled Cantata Spir-
ituale. The bass which consists of a four measure motif is 
alike for all four divisions of the text. It is a genuine 
basso ostinato of the very shortest possible kind. It is worth 
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noting that this work which was published five years before 
Monteverdi's opera, The Coronation of Poppea, was performed 
(1642) contains the ground motif which was used for the duet 
between Nero and Poppea which was mentioned previously. In 
Monteverdi's duet the bass motif was in G major. Riemann1 
mentions other notable instances where Ferrari uses the varia-
tion technique. Ferrari's second cantata in his first book 
of Ylisiche varie contains a recitative and an aria which is 
composed over a basso ostinato consisting of eight quarter 
notes. This aria portrays the lamentations of a maiden and in 
the ndddle of the aria the ostinato which is developed strict-
ly is shifted from F G major. We have here a similar alter-
nation of keys as in the cantata Voglia Qi ~. 
The use of the variation technique in solo cantatas was 
continued in the works of Luigi Rossi (1598-1653). Some of 
hi s cantatas are retrospective. For example, his cantata 
Fanciulla §Qg Io2 (1640) reverts again to the cantata which has 
no recitative. This work contains a set of five variations on 
a twenty-one measure phrase which consists of a fourteen measure 
section and a seven measure section. The first phrase as the 
example on the next page will show is constructed upon a small 
motif which is repeated over and over. Rossi's use of the 
1. Riemann, Handbuch, p. 64. 
2. Gevaert, Francois Auguste, ed., ~Glories de L'Italie, 
Chefs D'Oeuvre Anciens et Inedits de la Musigue Vocale Italienne 
~XVII~ XVIII Siecles,Paris, 1Eb8ib9(?), p. 3, No. 49, Vol.l. 
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Caceini, ~te., in so uch as the melodic material above the bass 
line is always consistently varied. Another example of Rossi's 
retrospective approach is his arie ~ Fiordiligi1 from his . opera 
Il Palazzo Incanto. It is quite similar to the strophic varia-
tions of Caccini. The arie is formed above a bass line which is 
repeated for each of its six stanzas. Even though the technique 
is more nearly that of a true basso ostinato (the bass melody 
always remains intact) the melody above does not show a great 
deal of imagination as far as the use of the variation technique 
is concerned. Below is an example showing portions of the first 
three stanzas, compare the melodic line in ·· each. Stanza two and 
three are quite similar, . each making use of passing notes. A 
composition entitled Kanzone2 for solo soprano and basso c ontinuo 
1. Landshoff, Ludwigi ed., Alte Meister~ Bel Canto, (C. F. Peters) Frankfurt, 950, p:-!3. 
2. Ibid., p. 37. 
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Above the bass the melodic mat erial moves on quite rreely. 
I I 
I I 
I I 
; · + ·\r' -~ y 
t'f •I'"O o C. i.-c\.ol Stc. + o.. .. " · <" ,.. +-; y -. .. "" ' • c.. .. c.. '-c. Sl ~ ..... A..A. ETc. 
I ~ 
• - f 
/ I I I I 
,:1.. 
An his piece is the use of -an 
On the ~1ole this piece shows a more skillful use of the varia-
tion technique than the Fiordiligi. One might also note that 
the use of the term Kanzone in vocal works or this nature is 
not a common occurence. The use or the term is usually applied 
to instrumental pieces rather than to vocal compositions where 
one might expect to find the term chanson. However, the Italian 
term for chanson is canzona, and since the word chanson origin-
ally was applied to vocal compositions, Rossi's use or the 
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term is not illogical. 
Like Monteverdi, Rossi also used the variation technique 
in his opera, Orfeo, which was produced in Paris in 1647. The 
~ of Euridicel uses a somewhat similar motif as that used by 
Monteverdi in his Lamento della Ninfa. However, Rossi sometimes 
uses a tetrachord which is often filled in with chromatic passing 
tones all the more expressive of grief. Hence we find that 
occasionally this motif is altered; sometimes it is inverted, 
ornamented, etc., as thi example belo- · W1rl s 
C D 
The c-horus ormi te Regli o.chn1i Dorm12is also based on the varia-
tion technique, its consists of three repetitions of a seventeen 
measure bass theme. The following example is from variation 1. 
Another example of the use of the variation technique in 
Rossi's works can be found in the solo cantata Gelosia1 which 
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is quite similar to those of Ferrari. There are also several 
arias by Rossi which are also based on the variation technique, 
. 2 
:for example his ~ per ~ Soprano §. Basso c·ontinuo. 
One is able to find numerous examples of the use of the 
variation technique in the works of Pietro Cavalli (1602-1676), 
singer, organist and chapel master at St. Mark's in Venice. 
Cavalli was a prolific vocal composer having written no less 
than forty-two operas. In Cavalli's works we can see a similar-
ity between the use of the variation technique in vocal and 
keyboard music. For example, the Canzonetta3from his opera 
~ Serse (1654)is a set of :fourteen variations on a two measure 
bass .theme. It is interesting to note what Cavall i does with 
this motif. In variation one the theme is altered rhythmically; 
in variation two the theme is extended by means o:f augmentation, 
and in variation three and four the theme is altered slightly 
ies; variation five - presen~s the th~me ~~~ouble 
1. Gevaert, Q£.~., ,o. 9. 
2. Torchi, ed., L1 Arte Musicale in Italia, (G. Riccordi), 
Milan, 1914, p. 190. 
3. ·~veart, ~· cit., Vol. 11, no. 2., p. 3. 
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thirds, as the above example shows. In variation six the 
theme comes back in its original form; variation seven and 
eight are the same as variation two; variation nine is similar 
to variation three; variation ten is similar t o variation five, 
etc. 
In Cavalli's solo cantata ~ !&:, Giu Negliabissa1 we have 
another approach to the variation technique. Cavalli's cantata 
contains two arias and two recitatives. Each of the arias is 
a di?f'ereri 
This cantata is a step forward in the development of - the form 
itself. The bassline in the first aria is repeated five times 
always in G major. Aria two is in. D major and its bass is 
repeated eleven times in strict ostinato fashion. 
The use of chromatically descending grounds, as we have 
noticed, is in this period a popular method of expressing grief, 
sorrow, etc. The use of this technique was also employed by 
Cavalli. For example, the Lamento £1 Climene2 from Cavalli's 
opera Egisto, scene six, act two, consists of numerous repeti-
1. Riemann, Kantaten Frfihling, p. 23. 
2. Torchi, Qn. cit. 
tions of a chromatically descending ground. We also find 
such "lament" grounds in the operas of Jacopo Melani. For 
example, the aria of Isabella1 , act one of Melani's Comedia: 
--
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1! Tancia Ovvero 11 Podesta ~ Cologne (1657) uses a technique 
similar to Rossi, Monteverdi, Cavalli, etc. The aria contains 
nineteen repetitions of a chromatically descending figure in 
the example below (a). It is important to note here that the 
use of such grounds does hot necessarily hinder the melodic 
flow; the voice part by not cadencing with the bass notif main-
tains its own continuity. Also the four-part chorus which 
follows the ~ of Isabella again employs the ostinato tech-
nique. It is composed on a short bass motif (example below, 
b) which is repeated nine times always in its original form. 
Similar instances can be found in the works of Stefano Landi 
of this period. 
secular music of this period. In the works of the Catholic 
composer Giacomo Carissimi (1605-1674) we have examples of the 
use of the variation technique in sacred works. Carissimi was 
a church organist and chapel master at Sant 1Apollinare in Rome. 
Before Carissimi there was relatively little sacred Italian 
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vocal music; in his hands the oratorio developed. The orator-
io which lacks scenery, unlike opera, uses a narrator to re-
late the happenings. Carissimi's early oratorios differed from 
those of Handel. The Italian composer's works are much shorter, 
lasting only twenty minutes or so. The chorus which was treated 
chordally played the role of the spectator. On the whole, 
Cari ssimi's oratorios are harmonically and melodically very 
simple. The instrumental sections are limited to the short 
interludes which prec.ed·a and follow the reci t atives and choruses. 
In Carissimi's Baltazar1we find a subtle and skillful use 
of the variation technique. The first and third sinfonias em-
ploy the same bass line, however, the melodic material in sin-
fonia 3 is altered. Each is written for two violins and basso 
continuo. And we find the same situation existing between sin-
fonias 2 and 4 which employ another bass line. What is even 
more interesting is the similarity between the Chorus !! .2. £QU 
Sinfonia2, the~ solo consinfonia3, chorus 11 ~ .2. consinfon-
i a4 and the final chur.us (tutti)5. Each is based on a bass 
line which shows marked similarity with the above melodic ma-
terial and the scoring changing. The first chorus is scored 
for .five · v'?ices, three violins, an instrument indicated as 
basso instrumentale (which has the range of a cello) and basso 
cont inuo. The alto solo with sinfonia is scored for two violins 
1. Bianchi, Lino, ed., Giacomo Carissimi: Histoire di 
Baltazar, Rome, 1955. 
2. Ibid., p. 9. 
3. Ibid., p. 25. 
4. Ibid., p. 31. 
5. Ibid., p. 41. 
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and basso continuo. Chorus two, also for five voices, employs 
two violins, basso continuo and occasional tenor solos. In 
the final chorus, voices and instruments join forces. The bass 
line is not always maintained in its original form, chorus one 
and two are identical, each uses a nineteen measure bass with 
the same harmonies. In the alto solo with sinfonia, the bass 
is . ·altered. and extended to twenty-five measures. In the final 
chorus which is seventy measures long we have a different picture. 
The first twelve measures are a somewhat augmented ver~ion of 
the original bass, the harmonies in this last chorus are extend-
ed; compare the bass line of the final chorus and the first four 
measures of chorus 1, in the example below. Then for thirty 
measures the bass moves freely. Following this the original 
I 
/. C.ijot( uS J: ~ ( C.of\1 SINl="onl lA 
, 
t:fc 
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Italian vocal composers of the first half of the seven-
teenth century were quite dependent on the use of the variation 
technique as a basis for unifying and organizing their compo-
sitions. This chapter has only intended to present typical 
examples. 1 The reader has only to examine Italian vocal music 
of this period to find countless other examples. German vocal 
composers of this period were also dependent upon the variation 
technique but as we shall soon see it was used in an entirely 
different manner. 
1. An example of the use of the variation technique in 
the cantatas of Carissimi can be found in: Geveart, QR. £11., 
Vol. 2, p. 2, no. 2. 
CHAPTER VI GERMANY 
1. The Use of the Variation Technique in German Vocal 
Music of the First Half of the Seventeenth Century. 
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The use of the variation technique in German vocal music 
of the first half of the seventeenth century is closely con-
nected with the Protestant chorale, a German hymn originally 
sung in unison. German vocal music, because it reflects the 
political and religious struggles of the period, placed a 
strong emphasis on the use of the chorale, thus German vocal 
music presents an entirely different picture than that of Italy. 
Whereas in Italy the emphasis was on a secular vocal litera-
ture, in Germany the situation was reversed, · sacred music was 
more important. 
The German chorale was a product of the reformation which 
began in Germany around the beginning of the sixteenth century. 
Luther, well aware of: the importance of community singing, sanc-
tioned the development of a new type of German music, the Pro-
testant chorale. The process of assembling these tunes con-
tinued well on into the seventeenth century. 
Because the separation between Catholic and Protestant 
music was at first not a sharp one, we find that compositions 
based on a Latin text as well as on a Protestant chorale text 
exist side by side. With the exception of some of the early 
seventeenth century masses, i.e., by Hassler, etc., a few 
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occasional compositions based on Latin texts and some secular 
pieces, i.e., by Albert, Krieger, etc., we find that a great 
part of German vocal lit.erature of this period is based on a 
chorale, and this is where we find the most common occurences 
of the variation technique. Because of this, a large portion 
of this chapter will deal with chorale variations. Before I 
define what I consider to be chorale variations I should like 
to point out that parody masses, secular vocal works and 
occasional compositions based on a Latin text which employ the 
variation technique will be included in this chapter and will 
be defined in connection with the music itself. 
Chorale harmonizations are not to be considered as com-
positions which apply the variation technique to a chorale 
melody. Chorale variations as :.found in vocal vvorks are as 
. ' 
the term implies, compositions which are baaed upon a chorale 
tune and vmich subsequently alter the form of the original 
hymn or use the chorale as a cantus firmus or basso ostinato 
over which the melodic material varies for each repetition of 
the chorale melody. Such forms as the chorale cantata and 
the chorale motet shall be considered as compositions which 
apply the variation technique to a c hol~ale melody in one manner 
or another. Such forms will be defined and illustrated in 
conjunction with the music itself. 
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It should be noted here that I have tried to categorize 
the use of the variation technique in chorale compositions 
according to its application in vocal music. This is necessary 
i n order not to confuse keyQoard and vocal forms based on a 
chorale melody. Such forms as the chorale fantasia, which is 
primarily an organ composition in which the chorale melody 
i s treated in the free manner of a · rantasia, and the chorale 
parti ta, another organ form which is a set of variations on 
a chorale melody are not to be confused with the chorale 
cantata and the chorale motet. 
It must be noted here also that although in theory the 
chorale hymns were meant to be sung by the congregation in 
prac t ice this was not always the case. Rhythmically, the 
chorale hymns were rather complicated and only a trained 
gr oup of singers could perform them. As we progress from the 
sixteenth to the seventeenth century the chorale tunes become 
simpler, and it is only the genius of Bach that keeps them 
alive in the eighteenth century. 
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2. A General Survey .. of German Vocal Mus.ic. 
In the works of the North German, Franz Tunder, (1614-
1667) we find numerous examples of the variation technique 
applied to chorales. Tunder, a composer and organist, was 
a pupil of Frescobaldi. Besides his chorale variations for 
organ Tunder wrote many chorale cantatas. 
The chorale cantata as the term was used by German com-
posers of this period differs from its application in the 
chorale cantatas of J. s. Bach, in the following respects. 
The chorale verses are not recast in free poetry in order 
to allow for aria-like treatment as in Bach's Ach QQ1! Vom 
Himmel, (0 God from Heaven), nor do they contain recitatives 
as in Bach's Christ Lag in Todesbanden (Christ Lay in Death' s 
Dark Prison). 
Let us examine Tunder 1 s '.chorale cantata, ~ feste 
Burgl(A Mighty Fortress) in order to observe the variation 
technique and the form of the cantata as a whole. Ein feste 
Burg contains three separate sections corresponding to the 
three verses of the chorale. Each section is written for a 
four part chorus with an instrumental accompaniment. The 
cantata begins With an introductory sinfonia for two viols, 
three violas, one violone (violoncello) and basso continuo 
(organ) It might be interesting to compare Bach's setting 
1. Seiffert, Max, ed., Fr~ Tunders Gesangswerke 
Denkm~ler Deutscher Tonkunst, Erste Folge, (Breitkopf& Hartel) 
Leipzig, 19oo, Vo1. III, p. 142. 
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of this same chorale. Bach's chorale cantata, Ein feste Burg, 
contains no introductory sinfonia and consists of eight sec-
tions, two of which are arias, two are recitatives, one sec-
tion is a duet, and the remaining sections are for chorus. We 
might also note that the last section of Bach's chorale can-
tatas present the chorale in a simple harmonized version. This 
is not the case with Bach's early seventeenth century ·:,prede-
cessors. 
Tunder's introductory sinfonia is constructed only on 
the first few measures of the chorale melody. In the first 
verse the chorale melody appears at the beginni ng in the so-
prano while two viols, one viola, one violone and basso con-
tinuo accompany. The chorale is in triple meter (the origi-
nal hymn is in duple meter). The ins.trumental accompaniment 
· moves rather freely although occasionally one can trace the 
chorale melody as the example on the following page will 
show. The second verse is in four-four meter with two viols 
and basso continuo accompanying the chorus. It might be 
well to note here the use of the term 11Ql. As the example 
following will show, Tunder has used the term violinQ which 
in Germany does not mean the same thing as violin. The term 
violino as used in English and German li te:cature of this 
period does ~n"o:t refer to the vio:J_in fan:iily as it does in Italy 
but rather to the viols. (See introduction-- Part II). This 
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becomes evident when one compare s the string music of Italy 
and Germany. Moreover, to be consistent, the term violino 
as used here by Tunder must refer to the viol family for, 
according to Apell the term violine which Tunder uses on the 
fourth staff is an instrument belonging to the viol family. 
In the second verse the viols have the variation of the 
chorale melody while the chorus moves rather freely, occa-
1. Apel, ~. cit., p. 795. 
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sionally referring to the chorale melody. 
Verse three is scored as verse two, however, it begins 
with a bass solo which presents the chorale melody in a high-
ly ornamented fashion. After . the words "Und wenn die Welt 
voll Teufel w!tr" (tho' fiends appear on every hand) the chor-
us enter•s ; dramatically with only the accompaniment of the 
basso continuo. With the words "so rorchten wir, uns nicht 
so sehr" (we need not fear, we can withstand) logically the 
tempo changes to a sedate triple meter, and a more lively 
choral part interprets the words "es soll uns doch gelingen" 
(and baffle all their powers). In this verse we can see the 
influence of Tunder•s Italian training; here the voices and 
instruments alternate in the "concertato 11 style. 
Tunder 1 s Wend ab deinen Zorn, lieber ~l (Turn Aw~y 
Your Anger, Dear Lord) is another example of the chorale can-
tata. It is scored for a six part chorus and a six part in-
strumental ensemble; however, there is no introductory sin-
fonia. The cantata is divided into six secti ons each of 
which is a different variation of the chorale melody. The 
entire first verse is presented by a soprano solo with the 
accompaniment of four violas, violone and basso continuo. 
In verse two the chorale is in the form of a tenor duet accom-
panied only by a basso continuo. Her e the tenors share in 
l.Apel, QQ• cit., p. 124. 
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the thematic material similar to the way Bach does it in 
Christ Lag in Todesbanden. The chorale is presented in 
little fugal secti ons J Y the chorus in verse three. Verse 
four is scored for soprano I, II, altn and basso continuo. 
Here the chorale is highly ornamented in the upper voices 
while the alto presents a counterpoint to the melody. In 
verse five the chorale is presented in half notes in the 
bass voice with full accompaniment. Verse six which joins 
the voices and the instruments together tosses the chorale 
back and forth in dialogue fashion between the chorus and 
the instruments. Part of the chorale appears in diminution 
and part is treated fugally. ~~ere the text suggests, the 
meter changes. In this new section which is in triple meter 
the chorale is presented in a simple harmonized fashion in 
sharp contrast to the lively preceeding fugal section. This 
last verse in the most ambitious of the six variations. 
A different application of the variation technique can 
be found in Tunder's works which are based on a Latin text. 
Tunder' s Ni.§1 Dominus Aedificaveri t 1 , which reflects·-his 
Italian training, employs the basso ostinato technique which 
was so popular in Italy 
The first secti on of this piece employs an eight measure 
ground bass which is repeated six times in the three vocal 
1. Apel, £n• cit.,p. 33. 
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portions over which the words Nisi Dominus Aedificaverit ap-
pear and in the three intervening instrumental interludes. 
In all but the last section the bass theme remains intact. 
With each repetition of the bass the melodic material above 
is varied, however, the basic ·melodic outline is usually 
maintained. 
The second section of this piece is in triple meter and 
has no relation to the prececiingc section. The trGloria" 
which follows brings back the ground bass of the first sec-
tion. Here the bass is repeated three times over which the 
melodic material is varied. Section four is a variation of 
section two. The piece is concluded w1 th an "amen" fugal 
section which is entirely free. The following diagram should 
make the structure clearer: 
Section I. 
Set of five variations 
on an 8 measure ground 
Which I shall call "A". 
Section III. 
"Gloria", set of three 
variations on the nAn 
of Section I. 
Section V. 
11 Amen11 free fugal 
treatment. 
Section II. 
No .relation to Section I, 
referred to here as "B". 
Section IV. 
A variation of "B", 
Section II. 
These works are only a few of the many example of the 
use of the variation technique in Tunder's works. The 
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cantatas, Wachtet Auf (Sleepers Awake) and Helft M!! Gott2 
(Help Me God) also apply the variation technique to a chorale 
melody. 
In the works of Heinrich Schfttz, one of Bach's greatest 
predecessors, we also find the variation technique applied to 
chorales. Schfttz's significance lies chiefly in his intro-
duction of the monodic dramatic style into German religious 
music. In his works Protestant and Italian elements are fUsed. 
Schfitz was born one hundred years before Bach, i.e., 1585-
1672. 
Schlitz's Kleine Geistliche Konzerte3(small Sacred Con-
certs) (1636-1639) includes numerous examples of the use of 
the variation technique. This collection was composed for 
a very modest combination of voices and instruments employing 
only a basso continuo. This economy, as Schfttz remarks in 
his preface, is due to the ruinous effects of the war which 
had paralyzed musical life. Some of these small sacred con-
certs are based on the words - of the Protestant chorale and 
others employ a Latin text. 
It is highly characteristic of Schtttz!s application of 
the variation technique to the chorale that he does not re-
tain the traditional tune. This is well illustrated by his 
1. Apel, ~· cit., p. 107. 
2. Ibid., p. 118. 
3. Spitta; Phillip, ed., Heinrich Schfttz Samtliche 
Werke, Vol. VI, (Breitkopf & Hartel) Leipzig, 1887-19279 
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setting of Ich hab mein ~ Gott heim gestallt1 (I have 
placed all my affairs in God's hands), which is an interesting 
example of the combination of the ostinato technique and the 
chorale variation. The entire composition consists of a set 
of eighteen variations on an eight measure ground bass which 
appears in conjunct~on with the chorale in the first variation. 
From then on until· the last variation the chorale text and 
melody do not appear again. Only the bass theme is retained, 
over which texts from the Bible (Romans 8:31-34) are set to 
new melodic material. Finally in the last variation the 
chorale comes back aga~n, however, the text is biblical. Thus 
we may say that this composition is a set of variations on a 
ground bass in which a chorale melody is incorporated into 
the first and last variations; the first using chorale text 
and melody, t~e last using only the chorale melody. Besides 
the use of Biblical and Lutheran texts Schfttz added a Latin 
translation of the text beneath the German text. 
Schfttz1 s use of the chorale tune in the last and first 
variations is extremely free. Often the original melody is 
changed by ornamentation or rhythmically altered. Another 
instance of this coupling of the chorale variation with a 
strict ostinato of the Italian Ruggiero type can .be seen also 
in his setting of Allein QQ!i 1n ~ ~ (Alone to God on High) 2 ~ 
1. Spitta, ed., Q..]}.Vol. VI, no XXIV, p. 5'9. 
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" " Schutz's Q ~Suss~~ gedenkt (0 sweet Jesus who 
.- 1 
thinks of thee) is an example of the use of contrafactum. 
Contrafactum is similar in meaning to parody, however, more 
properly the former indicates a change of text. Upon the top 
of the first page of this composition is written the inscription 
Super Lilium Convallium - Alexandri Grandi. According to the 
preface Spitta indicates that Schll.tz took Grandi's setting of 
a verse of The Songs of Songs (Solomon, chapter 2), i.e. Ego 
Lilium Convallium ••• (I am the flower and the lily of the 
valley) and substituted a different text which is attributed 
to Johann Hermann. According to Moser2 -'·sch{itz' s piece is not 
an actual copy of Grandi but more or less an arrangement of 
the same. 
Besides this interesting fact the piece itself is a set 
of variations on the melodic p~ase which appears first in the 
Sinfonia in the first violin. Out of this motif the entire 
piece is constructed in a manner similar to Monteverdi's 
Christmas Motet. The ~ollowing example illustrates how this 
theme is deve~oped. 
1. Spitta, ~.,Vol. 10, SyWphoniae Sacre, p. 89. 
2. Moser, H. J., Heinrich Schutz, Leipzig, p. 545. 
Another of the three great S' s of this period was 
Samuel Scheidt (1587-1654) a pupil of Sweelinck. Scheidt 
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was a celebrated organist as well as an important composer of 
vocal and organ music. In his Cantiones Sacra Scheidt made a 
considerable contribution to the chorale motet. Generally the 
chorale motet is a composition in which the chorale melody is 
trea ted in a motet style, i.e., as a series of fugal sections 
each based on the successive lines of the chorale. It is im-
portant to note here that the term chorale motet was not really 
in use during this period. Compositions entitled "cantata", 
geistliche konzert", etc., fit the definition given above. 
But for convenience the term chorale motet will be used here. 
In his vocal works we can see how Scheidt applied the style of 
his organ variations~ Practically all of the thirty-two 
pieces in the Cantiones Sacra are chorale motets. 
To illustrate this tecP.ni que I should like to discuss 
Scheidt's setting of E1.!1 Feste Burg1 mainly because it would 
be interesting to contrast this setting with Tunder's chorale 
cantata based on the same chorale, . in this way we can clarify 
the two techniques. In Tunder's setting each of the four verses 
became a different variation, thus the cantata was divided into 
four clearly separated sections. In Scheidt's setting only 
one verse is used and thus the whole piece is not sectionalized 
but continuous. Scheidt does not always follow the definition 
I have given above. Generally we may say that the majority of 
1. Harms, G. and Mahrenholz, c., eds., Samuel Scheidt: 
Werke, Vol. IV, p. 76. 
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the lines are treated fugally; however, he does deviate occa-
sionally, for example, the third line of the chorale melody is 
treated chordally and often lines are cut up into smaller frag-
ments only one of which is used for the basis of the fugal sec-
tion. To illustrate this, let us look at the example below. 
"a 11 refers to the fugal theme which is used to set the first 
half of line one, "bn refers to the second fugue theme which 
is used to set the second half of the first line, "c" refers 
to the melody of th~ second line which is presented by Scheidt 
in 
6 
flf\ t=~st<. Uur1 .l S t · . v r.. ....... Ser (; o+t 
to compare 
of Ein Feste Burg (text often attributed to Luther) which was 
used at the time when Scheidt was writing this piece. We might 
note that the chorale melodies as used by Bach are not exactly 
the same as those used in this period; chorale melodies were 
changed well into the eighteenth century. The melody for 
~ Feste ~ which first appeared in 15'79,1 was written by 
. . .. 1. Schoeberlein 7 L., Schatz des Li turgischen Chor und Gemeindegesangs, Gott1ngen, 1865, Vol. II, p. 930, no. 620. 
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Notice how much more rhythmically complicated this melody is 
than the version used in Bach's time. It should be interesting 
to compare Tunder's va r iation also. In the diagram which is 
on the preceding page, I have circled those notes which have 
been added or which are missing. 
In Bach's cantata, Ein feste Burg we have a c ombination of 
techniques used by T·under and Scheidt. Some of the secti ons 
are set in motet style, i.e., fugally as Scheidt does it in 
the following example, but like Tunder, Bach's cantata is 
') 
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in Scheidt's Cantiones Sacra, to mention only a few, which 
employ this technique are; 1!:1 Dulci Jubilo1 (In Sweet Jubi-
lation) , IDYl danket .. alle Gott2(Now Thank We All Our God), 
Vater Unser3 (Our Father), Christ lag in Todesbanden4 , etc. 
Johann Staden (1581-1634), German organist and composer, 
wrote instrumental works as well as six volumes of vocal church 
music. In Staden's vocal works we see yet another way of ap-
plying the variation technique to a chorale melody. Whereas 
Tunder used the chorale cantata, Scheidt the chorale motet, and 
Schfttz a combination of the ostinato technique and the chorale 
variation, Staden's application appears to be similar to the 
technique used in a madrigal, i.e., the chorale is broken up 
into small fragments, the motives of which are set in concerto-
like dialogue. Several of Staden's works employ this technique. 
To illustrate this let us examine Staden's N~ bitten 
wir den heiligen Geist5 (Now Pray We To The Holy Ghost). 
1. 
2. 
3. 
4. 
~. 
p. 72. 
Scheidt, ~ s.,Q..~. , Vol.IV, p. 70, No. XV. 
Ibid., p. 137, no. XXX. 
Ibid., p. 144, no. XXXII. 
Ibid. 1 p. 103, nb. XXII. Denkmaler Deu~scher Tonkunst, Erste Folge, Vol. VII, 
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This t wenty-seven measure piece is relatively short compared 
to those previously discussed. Each phrase of the chorale 
text is set in an echo-like manner, with the cantus firmus in 
the upper · voice, phrases of the text are separated from one 
- · J~n J.. c i 
r-(c~ - h n m-c 1i t / 
Each phra~ o~ the chorale melody is sung only once by each 
voice, hence the composition is much more condensed. The fol-
lowing example 4uotes the original chorale melody which was 
written by Hassler, (1608)1 
1. Schoeber1ein, L., 2n· cit., Vol. III, p. 724, no. 445. 
~~~==~~~==~==~===t~~~, 
nvf\ \: .. 1.\-;-t"c t. 
den 
0 
0 
k r -
0 
t c. 41. n IH'I SC'r"' ~ (\ 
e> • 
wo.. l\1'\ W jr htim 
0 
eLl -
Now compare the portion from Staden's setting and notice the 
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way the melody is set to allow ~or this mad-r±ga~-.. i«e treatment. 
' , en. 
One par·tieularly int~res 
when we examine the last five measures of Staden's nBn bitten 
!!!!:, ••• (based on the last two measures of the original chorale) 
is the inclusion of the phrase kyrie eleison. This inclusion 
of a portion of the text from the Latin Ordinary of the Mass 
is not incongruo~s. Chorales were originally intended to be 
a substitute for the mass, and since this particular chorale 
1 60 
precedes the Gloria Patri and hence replaces the. Kyrie thi s i s 
a logical inclusion. Similar instances of this madrigal-like 
technique. can· be found in Staden1 s Vater Unserl, NBn Wollen 
2 . 
wir , etc. 
Staden also wrote chorale cantatas such as Erhalt ~' 
3 ~' bei deinem Wort (Preserve Us, Lord, By Thy Word). In 
all there are five· variations of the chorale melody. The 
first verse presents the chorale in dialogue fashion similar 
to the piece just discussed. The second verse is presented 
in a simple harmonized fashion. The third verse is again 
in madrigal style, ani the fifth verse is Similar to the se-
cond verse. The most interesting verse is number four which 
is based on the first notes of the chorale (circled in the 
diagram below.) From this little motif the whole piece is 
p. 
Detikffillae Deutsch~r ~~~~ 
Ibid., no. 31, p. 104. 
Ibid , Vol. VIII, no . 13, p. 47. 
no.l7 
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Staden was also influenced by the basso-ostinato technique 
which was so popular with the Italians. His Fegt ab ·Y.Q!! .!ill£!! 
~ Sauertaigl (Sweep off from us our Pain) applies the tech-
nique of the strophic var iations to a sacred work. This is a 
setting of a poem by Martin Opitz. In all there are three 
verses each of which employs the same bass line. In the example 
below notice the s~ilarity of the melodic mat~rial above the 
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bass. Such little variation is reminiscent of Caccini. The 
real changing factor here is the scoring; verse one is written 
for soprano and basso continuo, verse two for soprano, bass and 
basso continuo and verse three for soprano, violin, viola and 
basso continuo. 
Johann Hermann Schein (1586-1630), son of a Lutheran pas-
tor, was Kapellmeister at the st. Thomas Schule in Leipzig. 
Besides his instrumental works, Schein also wrote vocal compo-
sitions using German texts. In his Opella Noval (1618) we 
I 
have examples of the variation technique n.pplied to chorales. 
Even though Schein is earlier than the cotiposers we have dis-
' 
cussed his compositions show a skillful use of the variation 
technique. Here we find the Protestant hymn tunes broken up 
into small fragments, adorned with all sorts of ornaments, 
phrases developed in fugal style, etc. 
Such is the case with Schein's Von Himmel Hoch ~ K.Qmm 
. 2 A ) Ich ~ (From Heaven bove to Earth I Come • The following 
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Here the melody is ornamented; following this the two sopranos 
are given new melodic material which has nothing to do with the 
chorale melody. It might be interesting to compare this phrase 
with the original hymn tune which was written in 1598 and barred 
and harmonized in 16041 by Praetorius. After the sopranos have 
finished, the tenor states the first line of the chorale in its 
original form. This same process continues, the sopranos pre-
sent the lines of the chorale in a highly ornamented manner 
followed by the original statement in the tenor. The composi-
tion ends with a melismatic passage in which the chorale text 
remains but the chorale melody has almost vanished, i.e.; 
1. Schoeberlein, ~' cit., p. 122. 
;c.n Wi II 
(') 
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• • This style is especially ot1eeab~e i n ___ ~ ~ ~ und ~ 
Kraftl (Now Is The Power And The Strength) • Although Schein 
wrote many secular works, he did not as a rule apply the varia-
tion technique to them. 
Another early seventeenth century German composer who used 
the variation technique in his chorale compositions was Michael 
Praetorius (15'71-1621). Praetorius, musical shcolar and com-
poser, owed his fame partly to his Syntagma Musieum ( Musi cal 
Treatise). His Musae Sionae, published in 1601, consists of 
more than 1200 chorale compositions. Here we find ch orale mo-
tets, chorales written in a madrigal style, chorales set i n 
gigantic polyphonic webs in the Venetian manner, etc. Prae-
torius' Allain QQ!1 in der ~h2 , the German equivalent of~ 
in Terra ~,treats the verses of the chorale in a fugal manner. 
Wir Glauben All (We All Belive, ie., Gloria) seems to favor 
ornamentation. Here the chorale is set in an extremely florid 
manner as the example on the following ·page will show. The 
notes of the chorale melody have been circled. 
1. Hasse, Q2,~., Vol. VII, p. 65', no. 28. 
2. Gurlitt, Wilibald, ed., Gesamtausgabe ~ Musikalischen 
Werke Von Michael PraetoriusVol .. XVII, (Berlin) 1930, p. 17. 
) 
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The use of the variation technique is also noticeable 
in the works of Andrea Hammerschmidt (1612-1675), an Austrian-
Bohemian organist and composer who excelled in the field of 
vocal music. Hammerschmidt, like his contemporaries, wrote 
chorale cantatas, chorale motets, etc. His ~ Sei Gott in 
der H~he1 (Alone To God On High) is a chorale motet, his 
Vater Unser2 (Our Father) is a chorale cantata. 
In sacred as well as in secular music German composers 
were rather slow to assimilate the monodic style of the I t al-
ians. Although secular music was indebted to the style of 
the I t alians, it pursued an individual path; the monodic style 
did not appeal to the German love for contrapuntal texture. 
The first monodic co~lection to appear in Germany was Nauwach 1 s 
~ Passegiate (1623). Riemann mentions a few compositions 
by Nauwach and Kittle which were strophic variations based 
1. Denkm!ler Deutscher Tonkunst, Erste Folge, Vol. 40, p.91. 
2. Ibid., p. 78. . 
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partly on the romanesca and ruggiero basses. 1 Einstein also 
includes some of these pieces. 2 Outside of Nauwach and Kittle, 
there v~s no real movement in Germany to parallel the Italian 
monodies of Caccini, Grandi, etc. Howe,rer, there were com-
posers who wrote secular songs in this period to the accom-
paniment of a basso continuo. These songs are somewhat af a 
combination of English and Italian elements. In the works of 
.Adam Krieger and Heinrich Albert we find the Italian beauty of 
melody as well as the dance rhythms of the English. However, 
as far as the variation technique is concerned, many of Albert's 
songs are nothing more than rhythmic transformations in the 
manner of a varied couple. 
Adam Krieger (1634-1666), a pupil of Samuel Scheidt and 
Heinrich Schtttz, was an organist at St. Nicholas' church in 
Leipzig and also court organist to the Elector of Saxony. 
Krieger was a poet as well as a composer. His compositions 
consist of so-called "arien" on his own texts. The South 
German's "arien11 were written for one, two, three and five 
voices with instrumental ritornelli separating the verses. 
The "arien" have only a basso continuo accompaniment and are 
written in regular s ong form. Many of these pieces employ 
the basso ostinato technique although vrlth a great deal of 
freedom. For example, Krieger will use his bass theme for 
some of the verses and leave it out in others. This can be 
1. Riemann, Handbuch, p. 352. 
2. SammelbM.nde der internationalen Musikgesellschaf't, 
Vol. VIII, 44f, 286. 
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seen more clearly when we compare verses one and three of 
. 1 
Krieger's Tiebesgespr~ch Zwischen Amyntas und Dianen. In 
the following example compare the bass lines and the melodic 
parts • - -We- e.an--se.e ~w the_b~~ic melodic line in the voice is 
-- . ~ - -
notice how the bass line has been altered. 
Another example of this free use of the ostinato technique 
is Krieger's ~ Unfreundliche Mopsa, ~ Verlieb t e Dafnis2 
(The Unfriendly Mopsa, the Amorous Dafnis) which is con-
structed like a cantata. After an introductory sinfonia 
Mopsa and Dafnis sing ·a duet. Every time Mopsa sings alone 
he is accompanied by the same motif i n the bass. It is a 
bass line which often changes its length and melodic con-
struction, but the characteristic intervals at the beginning 
1. Denkmller Deutscher Tonkunst, Erste Folge, Vol. XIX, p. 89. 
2. !bid., p. 165. 
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are always maintained. 
In the secular songs of Heinrich Albert (1604-1651) the 
technique of the varied couple is consistently employed. 
Nevertheless, Albert's use of the varied couple idea often 
becomes interesting. For example, in .Albert's Einen Guten 
Kampf1 (A Good Fight) the second verse is a fUgal variation 
of the first. Often the sinfonia following the vocal section 
will be a rhytit~lic transformation such as in ~ Kind2 (My 
Child). Mein Lasst Mir doch den Willen3 (Allow Me To Have 
My Way) is .a varied couple based on the aria polonica. 
In the field of opera Germany did not make any important 
contributions in this period. Hence the use of the variation 
technique in German vocal music of the first half of the 
seventeenth century is somewhat limited to chorale composi-
tions . Nevertheless, within this field, generally speaking, 
German composers showed a more skillful use of the variation 
technique than Italian c omposers. 
1. 
p. 9. 
2. 
3. 
Dankm!ler Deutscher Tonkunst, Erste Folge, Vol. XII, 
Ibid., P• 15. 
Ibid., p. 29. 
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3. Hans Leo Hassler and The Parody Mass. 
The parody mass which was so popular in the sixteenth 
century lost its importance in the first half of the seven-
teenth century. One of the few early seventeenth century 
composers to use this technique was the German, Hans Leo 
Hassler (1564-1612). Besides Hassler's parody masses few 
others exist in this period~ Reese1 mentions a parody mass 
by Monteverdi which was written in 1610; this six voiced mass 
was a parody on Gombert's In Illo Tempore Loauente ~. 
Christoph Strauss, an Austrian church composer who has been 
brought to light mainly through the research of Dr. Karl 
Geiringer also employed this technique. Merulo (1533-1604) 
also wrote two parody masses, ie., one on Wert's ~ la 
~ mia,and one on Andrea Gabrieli's Bendedicam Dominum, 2 
The term parody ~ refers to that practice of borrow-
ing material from pre-existent pieces, in a wider sense the 
term includes not only the borrowing of the cantus firmus 
but of the whole polyphonic web.. In parody masses one usuallY 
finds that borrowed . sections are interrupted by newly composed 
material. The technique is a very free one and the composer 
has unlimited possibilities; he may use the borrowed material 
in a number of ways. 
1. Reese, Music in ~ Renaissance, p. 5oo. 
2. Ibid., p. 496. 
In The Sacred Works of Hans Leo Hasslerl the parody 
masses of Hans Leo Hassler are listed. However the author 
erroneously gives the impression that the whole of each mass 
is a parody. An examination of such works brings to light 
the fact that Hassler in reality used only a small amount o! 
parody. To illustrate this let us examine Hassler's Missa · 
v, (missa referring to a short mass) Ecce Quam Bonum2which 
is a parody mass based on Hassler's motet of the same name.3 
It is only the first movement of this mass, i.e., the Kyrie 
which contains the parody. The first four measures of the 
mass are identical to the first four measures of the motet 
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with the exception of only one note. In measure four of the · 
mass the soprano has a "d' n, in the motet the soprano has a 
"c' 11 • The next four measures (ms. 5-8) are a variation o! 
the corresponding measures of the motet. What actually 
happens here is interesting. The tenor and the bass parts 
are identical in the mass and the motet, however, Hassler has 
interchanged the two upper voices, i.e., the second soprano 
part of the motet has become the first soprano part in the 
mass, and the first soprano of the motet has become the second 
soprano part in the mass. The following example sho.ws this 
more clearly. 
1. Crosby, Unpublished Thesis, Boston University. 
2. Denkm!ler Deutscher Tonkunst, Erste Folge, Vol. VII, 
p. 57l no. 5. 
j. fbid., Vol. 11, p. 4{), no. XVI. 
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In the preceding example notice the change in measures 
six, seven and eight. An extra measure has been added in or-
der that the Kyrie can be intoned three times. The next 
eight measures of the mass which set the phrase Christe 
Eleison ar e entirely original; this is a freely inserted 
section which has nothing to do with the motet. The next 
four measures of the mass (ms. 18-21) are almost identical 
to measures 9-12 of the motet, slight changes occuring in 
the soprano part of measure twenty-one of the mass (ms 12 
of the motet) as can be ·.'·, seen in the example on the following 
page. 
toe • . .So n 
I c , · • . . . . . ~ "", R ~~~<. 
"T 
1<1 . . . . So n 
The remaining five measures of the mass (ms 22-26) are 
entirely the composer's own. This then is all the material 
that has been taken from the motet, eight measures in all. 
This is relatively little par·ody considering that the motet 
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is forty-mne measures long. None of the other movements of 
the mass show any resemblance to the motet. Below is a list 
of other parody masses by Hassler. The reader should keep 
in mind that Hassler, unl ike many other composers, borrpws 
relatively little material. 
Hassler's Parody Masses 
Missa I: Dixit Maria, Parody Mass based on Hassler's motet 
of the same name. (D.D.T., Vol. VII, no. 1) 
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Missa IV: Super: Verba ~' a Parody Mass based on the motet 
by Hassler of the same name. (~. ~.T., Vol. VII, no.4~ 
Mi ssa VII: Quemin Caelo, based on two motets, Quemin Caelo and 
Ecce~. (D.D.T., Vol. VII, no. 7) 
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CHAPTER Vll- ENGLAND A1TD FRANCE 
1. England 
To trace the use of the variation technique in English 
vocal music of the first half of the $eventeenth century pre-
sents many difficulties, particularly in the field of sacred 
music. The whole period, 1600-1650, as far as English sacred 
music is concerned, is relatively ignored in general histories 
of music as well as in histories dealing with English music. 
We find an amazing gap between the Tudor churcl). composers, 
Byrd, Tallis and Gibbons and the composers who worked during 
the reigns of Cromwell and Charles II (c. 1649-1689), i.e. 
Blow and Purcell. 
English secular music, mainly because of its availability, 
does not present many problems. Unlike the music of Italy and 
Germany, the use of the variation technique in English secular 
music is not a common occurance. This may seem surprising in 
view of the fact that the variation technique was so prevalent 
in English keyboard and ensemble music. Yet a consideration 
of the kind of English secular music which existed in this 
period makes the situation not at all incongruous. 
One of the most popular forms of secular music was the 
madrigal, and its related forms the canzonette, 11fa-la's, pas-
torale, ballata, etc. Such music which was ·written in part books 
seldom had use for more than one stanza of a poem. Compositions 
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entitled ballata often used more than one stanza, however, t hey 
were arranged strophically, i.e. the first stanza was written 
out with musical notation while the rest of the poem was printed 
in metrical form at the bottom of the page. The only other 
exceptions are some of Byrd's madrigals which often set more 
than one stanza to music. However, Byrd employs a great deal 
of repetition and seldom uses more than two or three stanzas. 
Byrd's £You Hear This Voicelis a typical example. It is based 
on a nine stanza poem, only two of which are set to music, the 
second stanza being an. almost identical repetition of the first. 
Thus we can not expect to find the use of the strophic varia-
tion tech..nique which was so popular in Italy. 
:r~.1oreover, the very style of the madrigal makes it unsui t-
able for the adoption of the variation technique. The main aim 
of the madrigal was to interpret the text, thus composers dealt 
with the poem line by line or phrase by phrase, each phrase 
being introduced with new musical material woven into imitative 
counterpoint. Another device was the repetition of a short 
musical phrase with the object of linking together two similar 
ideas. Thus it is not surprising to find that within this vast 
amount of English secular music I have come up with only a 
few instances of the variation technique most of which were 
written at the turn of the century. Farmer's (1565-1605) 
1. Fellowes, E., ed. Collected Works of William Byrd: 
Madrigals. 
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Take Time iJhile Time ~ Last ~1 is built \l.pon an older prin-
ciple ;,vi th a tenor serving as a cantus firmus in a simple scale 
passage which consists of six notes, repeated four times. 
Farnaby' s (1560-1600) Susanna Fair~-2 shows a slight use of the 
variation technique. In the late stxteenth century it was 
a common device to repeat the final section of a madrigal and 
in so doing it was possible to interchange the parts of the 
voices of equal range and compass; this technique we have seen 
in Hassler's Ecce Quam Bonum. The following example by Thomas 
Sit~ """ -
to illustrate.3 i~ 
+ 
0 
FelloYes, E., Th .English p. 107 
Ibid. 
David, H., The Art of Polyphonic Song, p. 60. 
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not a real variation in the true sense of the work. Two other 
rare ins tances of the variation technique applied to the mad-
rigal are Thomas Vautor•s (born c. 1590) I Will Have A Husband 1 
and Thomas Ravenscroft 1 s Willy Prithee Go to Bed. 2 Each em-
ploys a f ·r ee basso ostinato technique. 
Strangely enough textual variation does exist in these 
works. Composers wrote their own verses or often used the ver-
ses of another composer, changing the lyrics to suit their own 
purposes. Since it was not impnrtant who the author was (it was 
not the custom of the time to print the author of the words) 
such a practice was not frovmed upon. 
A second type of English secular music popular during this 
period was the glee. This exclusively English form of vocal 
composition does not necessarily mean joyful · song. The glee 
(glee from Saxon gligg which means music) was originally in-
tended to be performed by one singer to each part. Glees then 
are similar to part songs, i.e. harmonized airs. Thus the 
glee as well as the catch, an English seventeenth century round, 
were not suited to the variation technique either. 
One of the most favored forms of English secular music 
was the ayre, a late si-xteenth century type of strophic song 
set in a rather simple homophonic style. The English ayre 
had stylistically nothing in common with Italian monody. These 
1. Engel, Three Centuries of Choral Itlrusic, Vol. III, p. 55. 
2. Ibid., p. 73. 
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short songs only set one verse to music thus the Italian 
strophic variations could not be adopted. The most important 
composer of ayres was Robert Dowland (1562-1626) who wrote his 
strophic songs to the accompaniment of a lute; the use of the 
basso continuo was far from an established practice in England 
during the first half of the seventeenth century. Other compo-
sers of ayres were, Rosseter, Champion, Danyel, etc. Fellowes' 
collection, The English School of Lutenist Song. Writers,l con-
tains all of Dowland's ayres as well as songs by other composers. 
In this enormous edition there is not one instance of the use 
of the variation technique. And again this is not surprising 
since the character of these rather short song would not per-
mit it. Even in the ayres of the Stuart composers, Henry 
Lawes and John Playford the variation technique is absent. 
Lawes and Playford both published a set of ayres in 1653 which 
are also contained in Fellowes' collection. 
That the English were slow to assimilate the Italian vocal 
basso-ostinato technique in their songs is illustrated by the 
fact that it begins : to appear in the music of John Blow (1648-
1708). Bukofzer includes one of his songs which is based upon 
2 
a ground bass in his Music in the Baroque Era. Another example 
is Blow's ~Lover and his Black Mistress.3 
As we recall the English had a large body of popular folk 
1. 
Writers, 
2. 
3. 
Fellowes, E., The English School of Lutenist Song 
Stainer & Bell, London, 1920. 
Bukofzer, M., Music in the Baroque~' p. 202. 
Arkwright, A Collection of Twenty-Four Songs, p. 1. 
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tunes which became the basis for keyboard and ins·trumental en-
semble variations. These tunes when used in vocal music do not 
show the use of the variation technique. Composers merely set 
them to music, adding accompaniments and never changing the 
melody. 
We also do not find any considerable development taking 
place in the field of opera in England. During this period, 
1600-1650, England favored the ~asgue, a sixteenth-seventeenth 
century stage production of a mythological or allegorical sub-
ject combining poetry, dancing, acting, vocal and instrumental 
music. In such pieces vocal music was by no means the main 
constituent. Vfuat vocal music was used shows little or no use 
of the variation technique. Shirley's Cupid and Death, 1 for 
example, which was set to music by Locke and Gibbons contains 
no use of the variation technique. The only instance to my 
knowledge is to be found in Matthew Locke 1 s Macbeth, 2 which 
was revived in 1663. The air Let 1 s ~~Dance consists of 
two verses, the second of which is a variation of the first. 
Thus one may feel safe in saying that the use of the 
variation technique in English secular vocal music of the first 
half of the seventeenth century is limited to a few rare exam-
ples. 
English sacred music of this period presents an almost 
insurmountable problem. Historians exclude this period, 1600-
1. published by Stainer & Bell, London, 1951 
2. published by Augener, London, 1935. 
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1650, on the grounds that political and religious struggles 
stifled the development of English sacred music, True this 
period was one of religious and political strife but no more 
so than in the sixteenth century which saw a flourishing of 
sacred music. For the sake of clarity let us summarize English 
history from 1517-1650. 
1517: Luther challenges the Roman Church, English 
begin to scorn Roman abuses. 
· 1533: Henry VIII secretly marries Anne Boleyn Eng-
lish Court nullifies his marriage to Catherine of Aragon, 
Luther's ideas begin to seep in. 
1534: Parliament declares Henry head of the Catholic 
Church. 
1536-7: Monasteries dissolved. 
1543-54: Edward VI, advisors largely Protestant. 
1554-58: Mary, Queen, advisor.s Catholic, persecution 
of the Protestants, many flee to Europe. 
1558-1603: Elizabeth, Queen, Pr.otestantism made by 
law the religion of England. 
1559: Elizabeth made head of the Church. 
1570: Elizabeth excummunicated by the Pope • . Refor-
mation fully extablished. Beginning of the Anglican Church. 
1603-25: James I, Puritans persecuted. 
1625-49: Charles I. Archbishop Laud, Charles' tool, 
represses Puritans and Presbyterians. 
1637-8: Trouble with Scotland, Charles tries to force 
his rule. 
1642: Civil War. Cromwell leader of Parliamentary 
forces 
1645: Archbishop Laud executed. 
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1649: Charles I executed. England declared to be a 
Commonwealth, Cromwell master. 
History reveals to us some important facts. First of all 
up to 1642 there was no real war, before this religious strife 
existed 'throughout the sixteenth and first half of the seven-
teenth sentury. Second, music historians who blame the absence 
of English sacred music during this period on the scorn of the 
Puritans forget that the Puritans did not come into power un-
til the age of the Commonwealth, c. 1649. Furthermore, many 
of the Tudor church composers lived into the seventeenth cen-
tury, such as William Byrd, 1542-1623. One may say that the 
absence of church music in the first half of the seventeenth 
century was in part due to religious and political strife but 
this can not be the whole story. 
In Fellowes 1 English Cathedral ~ilusicl we learn that sacred 
music continued to be written iri this period. The answer lies 
not so much in the troubled times as it does i ·n the printing 
of the music itself. One of the main collections for English 
church music is Boyce 1 s Cathedral Music2, published in 1849. 
The collection derives its material from John Bernard 1 s First 
Book of Selected Church Musick, published in 1641. Bernard 
also had another similar collection which remains in manuscript 
only in the Royal College of Music.3 Bernard 1 s collection is 
1. Methuen, London, 1941. 
2. R. Cocks, London. 
3. Fellowes, E., English Cathedral Music, pp. 115-116. 
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to my knowledge the only one which was published in the first 
half of the seventeenth century. Both the manuscript collection 
and the published collection have certain limitations. First 
of all Bernard only included what he thought to be the most 
popular church music. Second, (this is where the Puritans come 
in), much of this music was destroyed during the period of the 
Commonwealth. Hence this is why there is such a gap in Boyce's 
Collection. According to Fellowes there are many unpublished 
manuscripts of this period which have been unexplored. 
Thus one can not truthfully assert that the period, 1600-
1650, was a barren one as far as English sacred music is con-
cerned. Furthermore, I can not say whether English sacred music 
employed the variation technique. ~ only know that it existed 
in the late Tudor composers. 
William Byrd published three masses in 1602, for three, 
four and five voices. All three masses make use of a head motive. 
For example, in the three-voiced mass one motive appears in all 
the incipits except for the Sanctus. Two motives are used for 
the Mass ~ ± and two are employed in the Mass ! 2. Two motets 
of Byrd are based on a cantus firmus, Aspice Domine and Descen-
de Coelis,1 the rest are independent of plainsong influence. 
Prior to 1600 we .know of instance where Byrd used parody, but 
this does not seem to overlap into the seventeenth century. 
1. Stevens, Tudor Church Music, p. 57. 
Byrd's music luckily enough i s available in a collected edition. 
But the music of the English composers who wrote sacred music 
during the first half of the seventeenth century is not acces-
sible to me, i.e., Thomas Tomkins, 1572-1656, Michael East, 
. 
1580-1640, Thomas Bateson , 1570-1630 , etc. 
184 
2. France 
In the first half of the seventeenth century French vocal 
music was tied up with the pleasure loving society of Louis 
XIII's court at Versailles which favored the splendor and pomp 
of the ballet. Hence we can be reasonably sure that little 
sacred vocal music was produced during this period. 
French vocal music of this period favored the air ~ ~' 
(court song) a short strophic song, sometimes with a refrain, 
for one or more voices with lute accompaniment. Such pieces 
were written mainly for the ballet, in which they played an 
insignificant part. The main composers were Pierre Guerdon, 
1565-1625, Michael Lambert, 1610-1696, Jean de Cambefort, died 
1661 
Our main source for this type of music is the Philidor 
Collection, manuscripts of which are in Paris1 , Tenbury and 
Versailles. Andre Philidor was an oboe player employed by 
Louis XIII (1610-1643-ruled) who also was a copyist. Andre 
Philidor (1610-1730) and his son owned a copying establishment 
in Paris for the purpose of suppl ying a demand for the scores 
of French operas and ballets which were produced at that time. 
The Philidor Collection was ma.de by the copyist fo r Louis XIV 
and consists of fifty-nine volumes of which thirty-four are 
now knovn1 to be extant. The Paris collection contains much 
1. The Paris :Manuscripts are available on microfilm at 
Harvara University. 
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of the French music which was produced during this period and 
is according to Bukofzer practically the only source for the 
vocal music of this era. I have examined Vol. III which con-
tains fourteen ballets danced in the reign of Louis XIII, Vol. 
V Le Ballet Royal de la Nuit by jean Cambefort, 1633, and Vol. 
I, ! Concert Given before Louis XIII in~. In these volumes 
the few vocal pieces included show no real use of the varia-
tion technique. Unfortunately two of the most valuable vol-
umes of this collection have been lost, i.e., VoL·- · XXXIX: 
French All. .Qz Various Composers and Vol. XI, Drinking Songs.1 
Thus here again one can not truthfully judge to what extent 
the variation technique was employed in French music of this 
period. 
Before closing it might be interesting to note that the 
Netherland composer, Sweelinck, often used the variation tech-
nique in his vocal works. The following example is a setting 
of a tune which had become very popular during the sixteenth 
century. The original tune is attributed to Dominica Ferra-
bosco, an English composer who lived from 1513-1574. Note 
the similarity between Sweelinck's 12 Mi §Qn. Giovinetta2and 
that by Ferrabosco, i.e.: 
1.
11 
Fel1owes, E. H., The Philidor Manuscripts, "Music and 
Letters , Vol. XII, No5 2. p.p. 116-129, April, 1931. 
2. David, Q29 cit~, no. 6. 
"'.I> ,..,.. ; s 61\ 7/' _.,, 
( "I: o. """' o. l> ~e. l ) 
r I> ,.. : s I>" 1 I • - •• "'. ~ ... ' II. I • nt I"' -e. - ,.., 
P.'ffRM~oSco ( IS"IJ -,~ 7'1') 
It should have become evident that in the countries where 
vocal music flourished, the variation technique played an im-
portant part. It is unfortunate that we know so little about 
French and English vocal music of this period. 
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